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FLORENTINE SCHOOL 
Late 15th Century 


1 A Standing Saint Giving a Blessing 
Pen and brown ink, heightened with white, on paper washed pink. Inscribed Baccio 
Bandinelli v: Florenz. in brown ink on the old mount. 


268 x 111 mm. (11% x4% in.) 


PROVENANCE: Michel Gaud, St. Tropez; His sale, Monte Carlo, Sotheby’s, 20 June 
1987, lot 3. 


GIULIO PIPPI, called GIULIO ROMANO 
Rome c. 1499 — 1546 Mantua 


The Head of an Eagle 


Pen and brown ink and wash. 
120x213 mm. (4% x8% in.) 


PROVENANCE: Jonathan Richardson Senior, London (Lugt 2183); Sir Joshua Reynolds, 
London (Lugt 2364); Sir Thomas Lawrence, London (Lugt 2445); Samuel Woodburn, 
London; Purchased in 1837 by Lord Francis Egerton, later 1st Earl of Ellesmere, London 
(Lugt 2710b); By descent to the 5th Earl of Ellesmere and 6th Duke of Sutherland; His 
sale, London, Sotheby’s, 5 December 1972, lot 26 (bt. Brod for £ 3200); Brod Gallery, 
London. 


LITERATURE: Catalogue of the Ellesmere Collection of Drawings at Bridgewater House, 
London, 1898, no. 171; Frederick Hartt, Giulio Romano, New Haven, 1958, Vol. I, 
pp. 170, 185 and 300, no. 223, Vol. II, fig. 358; Egon Verheyen, The Palazzo del Te in 
Mantua: Images of Love and Politics, Baltimore, 1977, pp. 121-122; Renato Berzaghi, ‘I 
camerini degli Uccelli e dei Falconi’, in Giulio Romano, exhibition catalogue, Mantua, 
1989) p. 396: 


In 1524, at the invitation of Federico II Gonzaga, Giulio Romano left Rome for Mantua. 
He had been Raphael’s favourite pupil, and had inherited the master’s studio and 
projects after his death in 1520. Giulio was to remain in Mantua throughout the rest of 
his career, becoming painter, designer and architect to the Gonzaga court and 
thoroughly dominating the artistic life of the city. His two most important projects were 
the construction and decoration of the Palazzo del Te, executed in two phases betwen 
1526 and 1534, and the decoration of a new suite of rooms, the Appartimento di Troia, 
in the Palazzo Ducale, completed in 1538. 


The present sheet, together with another study of an eagle’s head also once in the 
Ellesmere collection’, were related by Hartt to the decoration of the Camerino dei 
Falconi in the Palazzo Ducale’. The decorative scheme of the room had included a series 
of twelve lunette paintings of falcons, later destroyed. However, it has been more 
plausibly suggested that the two Ellesmere drawings should instead be connected with 
the decoration of the Palazzo del Te, begun in 1526 after Giulio had been in Mantua for 
about a year. In particular, the present sheet may be a preparatory study for the four 
eagles in gilded stucco placed in the corners of the Sala delle Aquile®, the decoration of 
which can be dated to between September 1527 and November 1528. 


The eagle was an important symbol for the Gonzaga family, and figures prominently in 
their arms and in the various decorative schemes of their palazzi. Probably referring to 
the Imperial insignia bestowed on the family by the Emperor Sigismund in 1433, when 
he made Gianfrancesco Gonzaga the first Marquis of Mantua, the eagle motif can be 
seen as both as a personal impresa of Federico II Gonzaga and a symbol of the family’s 
loyalty to the Emperor. 


1. Ellesmere sale, Sotheby’s, London, 5 December 1972, lot 25. 
2. Hartt, op..cit, Vol. Lp. 170: 
3. Ibid., Vol. IL, fig. 217. 
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Attributed to RAFFAELLO SINIBALDI, called RAFFAELLO DA MONTELUPO 
Florence c. 1505 — 1556/7 Orvieto? 


A Nude Man Asleep 


Red chalk. Inscribed No 67 [greek inscription] Buonarroti in brown ink at the left edge. 
111x254 mm. (4% x10 in.) 


PROVENANCE: An anonymous 16th century Florentine collector, possibly Vincenzo 
Borghini; Possibly Filippo Baldinucci, Florence; Sir Joshua Reynolds, London (Lugt 
2364); Jonathan Richardson Junior, London (Lugt 2170); Sir Robert Clermont Witt, 
London; H.G. Conington, Farnham Common, Bucks. 


Much of what is known of the life and work of the sculptor Raffaello da Montelupo is 
found in his autobiography. He was trained as a goldsmith and later studied with his 
father, Baccio da Montelupo. After a brief period in Rome around the time of the Sack 
in 1527, Raffaello travelled to Loreto in c. 1530, where he contributed to the sculptural 
programme of the Santa Casa. Returning to Florence, he aided Michelangelo with the 
carving of the Medici tombs in the New Sacristy at San Lorenzo, and his association 
with the master continued in Rome, where he was summoned in 1542 to assist in the 
completion of the tomb of Pope Julius II. Near the end of his career he was appointed 
architect at the Duomo in Orvieto. 


The essential characteristics of Raffaello’s drawing style were first noted by Bernard 
Berenson’, who assembled a small nucleus of drawings by him, including an important 
group in the Ashmolean Museum in Oxford. In his autobiography, Raffaello commen- 
ted that he was left-handed, and indeed in almost all of his drawings the shading is 
from upper left down to lower right, as one would expect from a left-handed artist. 
This in seen in the present sheet, in which can also be seen the distinctive pointy fin- 
gers, pronounced knuckles and square nose found in several of Raffaello’s drawings’. 
The scarcity of drawings given to the artist must, however, preclude a definitive 
attribution. 


Rick Scorza has kindly pointed out that the Greek inscription inscribed on the present 
sheet can be found on a number of other drawings; the largest group of which — some 
twelve sheets — are at Christ Church, Oxford. Such Greek inscriptions are known to 
have been placed on drawings belonging to the Florentine scholar Vincenzo Borghini 
(1515-1580), and it is possible that the present sheet was once in his collection. The 
Christ Church drawings all seem to have passed into the collection of the Florentine 
connoisseur and biographer Filippo Baldinucci (1625-1696), and this may also be true of 
the present example. . 


1. Bernard Berenson, ‘I disegni di Raffaello da Montelupo’, Bollettino d‘Arte, September 1935, 
pp. 105-120, figs. 1-24. 

2. For example, see Bernard Berenson, The Drawings of the Florentine Painters, Chicago, 1938, Vol. I, 
pp. 233-234, nos. 1697 and 1701, p. 241, no. 1734; Vol. III, figs. 832, 816 and 820 respectively. 
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GIOVANNI BATTISTA NALDINI 
Fiesole c. 1537 — 1591 Florence 


A Standing Male Nude, Holding onto a Ring and Looking Upwards 


Pen and brown ink, over faint traces of an underdrawing in black chalk. Another study 
of the same figure in pen and brown ink over a black chalk underdrawing on the verso. 
Inscribed Michel-ange in pencil on the verso. Made up at the lower right and upper left 
corners. 402x245 mm. (15% x9% in.) 


PROVENANCE: E. Desperet, Paris (Lugt 721); His sale, Paris, Clement, 7-10 June 1865, 
probably lot 16 (“Etude d’un homme nu debout, avec une seconde etude au verso 
d’apres le meme modele; a la plume”), as Bandinelli, sold together with another 
drawing for 57 francs; Jean-Pierre-Victor Mazies, Auch and Paris (Lugt 1919); Possibly 
his sale, Paris, S. Mayer, 18 May 1887. 


An apprentice in the studio of Jacopo Pontormo from 1549 until the master’s death in 
1557, Naldini was profoundly influenced by him. Throughout his career, the under- 
lying Pontormismo of his style remained always evident, and this was especially true of 
his draughtsmanship. Naldini’s early drawings include a number of figure studies after 
Pontormo', and the present sheet is similarly related to the work of the elder artist. 
Indeed, the small sketch at the lower left of the recto of the sheet would seem to be a 
copy of Pontormo’s drawing of a youth shielding his 
eyes in the Uffizi’; a study for his fresco of Vertumnus 
and Pomona at Poggio a Caiano. 


A closely related study by Naldini of a nude model in 
a similar pose is in the Kupfertstichkabinett in Berlin 
(fig. 1). Formerly given to Pontormo, the attribution to 
Naldini of the Berlin sheet was first made by Janet 
Cox-Rearick, and was subsequently confirmed by 
Paola Barocchi’. It is interesting to note, however, 
that the verso of the Berlini drawing is in fact a study 
by Pontormo himself, for one of the figures at Poggio 
a Caiano’. 


Similar Pontormesque drawings by Naldini include a 
group of studies of putti in the Uffizi, all traditionally 
attributed to Pontormo but given to the younger artist 
by Cox-Rearick and Barocchi. A particulary close 
comparison may be made with the study of Five 
Putti?, in which the treatment of eyes and the 
hatching is close to that of the present sheet. It should 
be noted, however, that the Uffizi drawings have 
recently been given back to Pontormo by Annamaria 
Petrioli Tofani. 


Fig.1: Naldini, Standing Male Nude. Berlin, Kupferstichkabinett. 


1. Paola Barocchi, ‘Itinerario di Giovambattista Naldini’, Arte Antica e Moderna, nos. 31-32, 1965, p. 245, 
figs. 88a-d. 

2. Janet Cox-Rearick, The Drawings of Pontormo: A Catalogue Raisonne with Notes on the Paintings, 2nd ed., 
New York, 1981, Vol. I, p. 181, no. 136, Vol. II, fig. 128. 

3. Ibid., Vol. I, p. 359, no. A3; and Barocchi, op. cit., p. 245, note 12. 

. Cox-Rearick, op. cit., Vol. I, p. 189, no. 159) Vol. Il fig. 151; 

5. Annamaria Petrioli Tofani, Gabinetto disegno e stampe degli Uffizi: Inventario 1: Disegni esposti, Florence, 
1986, p. 293-294, no. 671E recto (as Pontormo). Other drawings of the same type are Uffizi nos. 526E 
and 445F. 
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THE MASTER OF THE LIECHTENSTEIN ADORATION 
Active c. 1550 


The Arrest of Christ 


Pen and brown ink, heightened with white, on paper washed a dark rose. Squared for 
transfer in black chalk. 
145 x 204 mm. (5% x8 in.) 


The Master of the Liechtenstein Adoration takes his name from a group of eight 
drawings at one time in the collection of the Princes of Liechtenstein in Vaduz. Nothing 
is known of the artist’s life or origins, although he is most likely to have been 
Netherlandish or South German. His drawings, all of biblical subjects and usually on a 
prepared reddish paper, are characterized by boldly drawn, angular figures often in 
exaggerated poses, and by a use of white heightening to create virtuoso effects of light 
and shadow. 


The artist is known to have been active around the middle of the 16th century, as one of 
his drawings, an Adoration of the Shepherds in the Rijksprentenkabinet in Amsterdam, is 
dated 1549 and another, a Judith and Holofernes in the Staatliche Graphische Sammlung 
in Munich, is dated the following year. A number of his designs were also used for 
woodcuts illustrating a Bible published by Virgil Solis in Augsburg in 1560. Other 
drawings by the artist are in the Kupferstichkabinett, Dresden; the Metropolitan 
Museum of Art, New York, the Institut Neerlandais, Paris; the Staatsgalerie, Stuttgart; 
the Albertina, Vienna; the National Gallery of Art, Washington and elsewhere. All 
told, some twenty drawings by this anonymous master are known today, and it has 
been suggested that they may all have done for one collector. 


(Actual size) 


GIROLAMO SICIOLANTE DA SERMONETA 
Sermoneta c. 1521 — 1575 Rome 


St. Andrew 


Pen and brown ink and wash, over traces of an underdrawing in black chalk, 
extensively heightened with white on paper washed a pale grey. The outlines of the 
figure pricked for transfer. Inscribed LV in brown ink at the upper right, and AV in 
black ink on the verso 295 x 145 mm. (11% 5% in.) 


PROVENANCE: Maurice Marignane, Paris (Lugt 1872); lan Woodner, New York. 
LITERATURE: To be published in a forthoming article by John Hunter. 


ExuiBiTED: New York, William H. Schab Gallery, Los Angeles County Museum and 
Indianapolis, Indianapolis Museum of Art, Woodner Collection I: A Selection of Old Master 
Drawings before 1700, 1971-1972, no. 27 (as ‘Bartolomeo Montagna?’); Los Angeles, Los 
Angeles County Museum of Art, Old Master Drawings from American Collections, 1976, 
ex-catalogue, (as ‘School of Mantegna’). 


Girolamo Siciolante entered the Roman studio of Perino del Vaga in around 1541, and 
received his first independent Roman commissions shortly thereafter. After working 
briefly at the Ducal court of Pier Luigi Farnese in Parma, he travelled to Bologna in 1547, 
where he completed an altarpiece of the Madonna and Child with Saints for San Martino 
Maggiore. A few months after Perino’s death in October 1547, Siciolante returned to 
Rome to complete some of the master’s unfinished projects. The 1560’s found the artist 
at the forefront of artistic activity in Rome, working in the Vatican and in churches 
throughout the city, and receiving numerous private commissions from noble Roman 
families and members of the papal court. Twice elected by his peers to head the 
Accademia di San Luca, by the time of his death in 1575 Siciolante was one of the most 
prominent and successful painters in Rome. 


John Hunter has recently proposed that the Colnaghi drawing may be a preparatory 
study for a figure of St. Andrew in the Roman church of Sant’ Andrea in Via Flaminia. 
Siciolante in known to have received a commission from Pope Julius III for an altarpiece 
to decorate the church, for which he received payment in late 1553. A contemporary 
source describes an altarpiece of the Assumption of the Virgin, flanked by four paintings 
of Saints Andrew, Peter, John and Paul in niches. These paintings no longer survive, 
and only a lunette fresco of God the Father with Putti remains in situ. Indeed, according 
to Baglione, the paintings had been severly damaged by the flooding of the Tiber in 
1557, and by the time of his writing in 1642 were no longer extant. 


Dr. Hunter believes that the present sheet may have been executed in c. 1553-54 for the 
painting of St. Andrew in Sant’Andrea, and that the pricking of the sheet was done to 
transfer the image to another, more elaborate study. Very little is known of Siciolante’s 
career during the decade of the 1550’s, and no works survive from this period. Hunter 
argues that the drawing, which displays both early and mature characteristics, must be 
a work of this transitional period, and as such may make an important contribution to 
our scant knowledge of the artist’s activity in the 1550’s’. 


1. Written communication, 31 December 1992. 


THE PSEUDO-PACCHIA 
Sienese, 16th century 


Marcus Curtius Leaping into the Abyss 


Pen and brown ink. Numbered 93 in brown ink on the verso. 
297 x 221 mm. (11°/sx8°/s in.) 


PROVENANCE: Sir John Clermont Witt, London (Lugt 646a), his mark on the verso. 


EXHIBITED: London, Courtauld Institute Galleries, The John Witt Collection: European 
Schools, 1963, no. 2, pl. 1 (as ‘Sienese or Umbrian School, c. 1500-20’). 


This drawing belongs with a small group of studies by an as yet unknown 16th century 
Sienese artist whose work display affinities with the draughtsmanship of Girolamo del 
Pacchia, Beccafumi and Sodoma. Known as the Pseudo-Pacchia, the nucleus of his 
drawings is a series of 16 sheets, part of a sketchbook formerly in the H.S. Reitlinger 
collection and sold at auction in 1953’. Drawings by the Pseudo-Pacchia are in the 
British Museum? and elsewhere. 


1. Reitlinger sale, Sotheby’s, London, 9 December 1953, lot 69 (as ‘North Italian School, c. 1500’). 
2. Inv. nos. 1954-11-26-2, 1954-11-26-3 and 1885-3-14-300. 


ITALIAN SCHOOL 
16th Century 


Marsyas 


Pen and brown ink over faint traces of an underdrawing in black chalk, on blue paper. 


420x155 mm. (16% x6% in.) 


PROVENANCE: George Eckl, Vienna (Lugt 801), wiith his label and number 7333. 


The present sheet is after an antique Roman sculp- 
ture of Marsyas (fig. 1); a copy of a Greek original of 
the 3rd century B.C.'. Now in the Uffizi, the Mar- 
syas was in the Palazzo della Valle in Rome in the 
early 16th century, as documented in a drawing of 
c. 1530 by Marten van Heemskerck, where the 
statue in shown in the courtyard of the palace’. The 
Heemskerck drawing, like the present sheet, shows 
the Marsyas in its unrestored state. 


Ruth Rubinstein has kindly pointed out that a dra- 
wing in the Teylers Museum in Haarlem’, showing 
the Marsyas from three different angles, may be by 
the same hand as the present sheet. 


Fig.1: Roman, Marsyas. Florence, Galleria degli Uffizi. 


1. Phyllis Pray Bober and Ruth Rubinstein, Renaissance Artists and Antique Sculpture: A Handbook of 


Sources, 1986, p. 75, no. 32, fig. 32. 


2. Christian Hulsen and Hermann Egger, Die Romischen Skizzenbucher von Marten van Heemskerck im 
Koniglichen Kupferstichkabinett zu Berlin, Berlin, 1916, pl. 128. 


3. Bober and Rubinstein, op. cit., p. 75, under no. 32, fig. 32b. 
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NICOLAS DE HOEY 
Born in Leiden c. 1540; Active in France between 1590 and 1611 


Death on the Pale Horse 


Pen and brown ink over an underdrawing in black chalk, heightened with white on 
paper washed yellow. Framing lines in black chalk. 
905 «230 mm. (12x 9% ins) 


PROVENANCE: P & D Colnaghi, London, in 1987; Private collection, New York. 


ExuIBITED: New York, Colnaghi, Old Master Drawings, 1987, no. 9 (as Northern School, 
16th century). 


The grandson of Lucas van Leyden, Nicolas de Hoey travelled with his brother Jean to 
France, where both were employed at the court of Henri IV. Only three signed 
paintings by Nicolas are known’. The earliest of these is a Quo Vadis of 1585, one of a 
pair of paintings by the artist in the church of Saint-Nicolas in Fribourg. A triptych of 
the Trinity in Saint-Germain in Vitteaux is signed and dated 1592, while a St. Luke 
Painting the Virgin, in the Musee des Beaux-Arts in Dijon, is dated 1603. De Hoey is also 
known to have produced designs for a series of sixteen prints of Old Testament 
prophets, published by Philip Galle in 1594 as Icones Prophetarum Maiorum et Minorum. 


Only about sixteen drawings by de Hoey are known, most of which are in the Louvre. 
The attribution of the present sheet is based on its close stylistic correspondance with a 
group of drawings by the artist which are studies for the Icones Prophetarum Maiorum et 
Minorum. A comparison with one of these drawings, that of the prophet Malachi in the 
Courtauld Institute of Art’, shows the same treatment of the twisting, muscular figure, 
and an identical handling of the pen and ink and white heightening on an ochre 
ground. Other comparable drawings for the Icones are in the Louvre and the Rijks- 
museum, Amsterdam?. 


David Scrase identified the subject of this drawing as the opening of the Fourth Seal in 
the Book of Revelations (VI, 7-8). Death is shown riding over the dead and dying while 
the other three Horsemen can be seen in the background. Hell, in the form of the 
Whore of Babylon, stands at the right of the composition, while St. John the Evangelist 
looks upon the scene from a cloud above. 


1. The best recent summary of the artist’s career is Marguerite Guillaume, ‘Un Flamard Italienisant en 
Bourgogne: Nicolas de Hoey’, in Scritti di storia dell’arte in onore di Federico Zeri’, Milan, 1984, Vol. I, 
pp. 472-494. 

2. Gillian Kennedy and Anne Thackray, French Drawings: XVI to XIX Centuries, exhibition catalogue, 
London, Courtauld Institute Galleries, 1991, pp. 58-59, no. 26 (illustrated in colour). 

3. Frits Lugt, Inventaire général des dessins des Ecoles du Nord: Maitres des anciens Pays-Bas nés avant 1550, 
Paris, 1968, p. 145, nos. 708-713, pl. 201 (as Jean de Hoey), and Karel G. Boon, Netherlandish 
Drawings of the Fifteenth and Sixteenth Centuries in the Rijksmuseum, The Hague, 1987, vol. I, 
pp. 113-114, no. 3, Vol. IL, p. 1, fig. 322. 
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DIRCK BARENDSZ. 
Amsterdam 1534 — 1592 


The Agony in the Garden 


Monochrome oil on paper, laid down. Signed Theodorus in brown oil paint at the lower 
right. Numbered 9.e and inscribed Jesus prie dans le Jardin in brown ink on the mount. A 
large repaired tear across the sheet. 

249 x 207 mm. (9% x8 % in.) 


PROVENANCE: An anonymous sale 18th century French collection, before 1759; Private 
collection, France; Anonymous sale, Paris, Hotel Drouot, 29 April 1986, lot 85. 


LITERATURE: The Age of Bruegel: Netherlandish Drawings in the Sixteenth Century, exhibi- 
tion catalogue, Washington and New York, 1986-87, pp. 59 and 61, under no. 9, note 3 
(entry by Martha Wolff); Felice Stampfle, Netherlandish Drawings of the Fifteenth and 
Sixteenth Centuries and Flemish Drawings of the Seventeenth and Eighteenth Centuries in the 
Pierpont Morgan Library, New York, 1991, p. 16-17, under no. 28. Karel G. Boon, The 
Netherlandish and German Drawings of the XVth and XVIth Centuries of the Frits Lugt 
Collection, Paris, 1992, Vol. I, p. 13, under no. 3, note 7. 


EXHIBITED: New York, Colnaghi, Old Master Drawings, 1987, no. 12. 


The present sheet is one of forty chiaroscuro sketches illustrating scenes from the 
Passion of Christ, which were last recorded as a complete set when they were offered to 
the Louvre in 1851. The entire group was seen twice by the amateur P.J. Mariette in 
Paris, the second time in 1759, when he wrote that ‘ces desseins sont faits en maitre; ils 
sont touchés avec... finesse et... esprit’, although he mistakenly believed the drawings 
to be by the engraver Jan Sadeler I’. In fact, engravings by Sadeler after five of the 
drawings are known, and it is likely that the entire set was intended to be translated 
into prints. 


Some twenty-five sheets from the series are known today, almost all of which have 
reappeared in France over the last two decades. The drawings are now divided among 
the Kupferstichkabinett, Berlin; the Fitzwilliam Museum, Cambridge; the Musée des 
Beaux-Arts, Lille, the British Museum, London; the Pierpont Morgan Library, New 
York; the Louvre, Paris; the Institut Neerlandais, Paris; the Musée des Beaux-Arts, 
Rouen; the Musée Lambinet, Versailles and in a number of private collections”. These 
grisaille studies provide valuable evidence of the work of Barendsz., by whom only a 
handful of paintings survive. 


1. Pierre-Jean Mariette, Abécédario de P.J. Mariette et autres notes de cet amateur sur les arts et les artistes, ed. 
Ph. de Chenneviéres and A. de Montaiglon, Paris, 1851-53, Vol. I, pp. 65-68. 


2. A complete listing of the known drawings is given in Boon, op. cit., p. 13, note 7. 
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NICCOLO MARTINELLI, called IL TROMETTA 
Pesaro c. 1540 (?) — 1611 Rome 


The Death of Saint Francis 


Pen and brown ink and wash, heightened with white over traces of an underdrawing in 
black chalk, on blue paper, laid down. Inscribed J.P. Horg in brown ink at the lower left 
and Domenico Cresti detto Passignano 1583. in black ink on the reverse of the mount. 
370 x 224 mm. (14% x87 in.) 


PROVENANCE: Jan Pietersz. Zoomer, Amsterdam (Lugt 1511); J.P. Horg (his inscription 
at the lower left). 


Arriving in Rome as a youth, Trometta almost certainly trained in the studio of Taddeo 
Zuccaro. He remained profoundly affected by the example of Taddeo, although he 
never emulated his success. He was established as an independent artist by January 
1565, when he signed a contract to decorate a chapel in the church of Santa Maria della 
Consolazione. Shortly thereafter he received a commission for what is regarded as his 
finest work (‘l’opera migliore che egli mai colorisse’ in the words of Giovanni 
Baglione); the decoration of the vault of the choir of Santa Maria in Aracoeli in Rome, 
begun late in 1566 and completed two years later. Later Roman projects included work 
in San Omobono in 1584 and four rooms in the palazzo of Cardinal Cesi, both now 
destroyed. Trometta also painted at least two altarpieces for churches in his native 
Pesaro. Apart from the Aracoeli frescoes and a chapel in Santa Maria dell’Orto of 
1591-95, however, almost nothing of Trometta’s Roman work exists today. 


This drawing is unrelated to any known paintings by Trometta, although only a 
handful of works by him survive. It is one of a number of drawings by the artist that 
belonged to the Dutch connoisseur Jan Pietersz. Zoomer (1641-1724), whose collection 
was singled out for praise by Mariette: ‘Il était bon connoiseur et les dessins qu’il avit 
rassemblés en fournissent la preuve, car ce sont presque tous dessins italiens, et de bon 
alloi’’. A stylistically similar drawing, also once in the Zoomer collection, is the 
Franciscan Saint Appearing to a Sultan in the National Gallery of Scotland in Edinburgh’. 
Another, similar ex-Zoomer sheet is the Entombment of St. Sebastian in the collection of 
Northwestern University at Evanston, Illinois®. 


1. Pierre-Jean Mariette, Abécédario de P.J. Mariette et autres notes inédits de cet amateur sur les arts et les 
artistes, ed. Ph. de Chenneviéres and A. de Montaiglon, Paris, 1851-53, Vol. VI, p. 159. 

2. Keith Andrews, National Gallery of Scotland: Catalogue of Italian Drawings, Cambridge, 1968, no. 
D3204, pl. 825. 

3. E. James Mundy, Master Drawings Rediscovered, exhibition catalogue, South Hadley, Evanston and 
Poughkeepsie, 1981-1982, pp. 73-75, no. 31. 
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ANNIBALE CARRACCI 
Bologna 1560 — 1609 Rome 


A Standing Boy seen from Behind 


Red chalk. Studies of heads in red chalk on the verso. Dated 1585 in red chalk in a 
cartellino at the lower eft and inscribed annib. Carrache in brown ink at the lower right. 
207 x 131 mm. (8% x5 ¥% in.) 


PROVENANCE: Anonymous sale, London, Sotheby’s, 10 March 1977, lot 146. 


EXHIBITED: Pittsburgh, Carnegie Mellon University, Drawings by Old Masters from the 
16th to the 18th centuries, 1987. 


In Bologna in the early part of his career, Annibale Carracci’s fascination with genre 
subjects, seen in such paintings as the Butcher Shop at Christ Church in Oxford, was 
also expressed in a number of drawings. Much more than his cousin Ludovico and 
brother Agostino, Annibale produced many studies of the ordinary people of Bologna; 
beggars, street merchants, mothers with their children, and so forth. These spontane- 
ous, spirited figure studies — of which the present sheet is a particularly fine example 
— were usually unrelated to paintings, and mostly date from the first half of the 1580's. 
(They can be compared with the series of eighty designs for prints, depicting various 
Bolognese tradesmen, produced by Annibale at around this time. Known as the Arti di 
Bologna, these single figure drawings — almost all of which no longer survive — were 
not engraved and published until many years after his death). With the many 
important commissions Annibale began receiving from 1585 onwards, fewer of these 
genre studies were made, and almost none after his move to Rome in 1594. 


Another version of this drawing, of similar 
dimensions, is in the Gabinetto Nazionale delle 
Stampe in Rome (fig. 1)'. Long thought to be an 
autograph work, the study in Rome lacks the 
assured handling of the Colnaghi drawing, and 
must now be considered a copy of this recently 
rediscovered sheet. There seems to be little rea- 
son to question the date of 1585 inscribed on the 
oh ® sheet, which would place the drawing firmly 
within the same period as such genre studies of 
this Bolognese phase as that of a Young Boy 
Painting, also in red chalk, in the British Mu- 
seum’. Although the figure here depicted has 
previously been described as a dwarf, there is 
little to suggest that this is indeed the case. 


Fig.1: After Annibale Carracci. Rome, Gabinetto 
Nazionale delle Stampe. 


1. Bologna 1584: Gli esordi dei Carracci e gli affreschi di Palazzo Fava, exhibition catalogue, Bologna, 1984, pp. 
166-167, no. 110 (as Annibale Carracci). See also Denis Mahon, Mostra dei Carracci: catalogo critico dei 
disegni, exhibition catalogue, Bologna, 1956; 2nded., 1963, p. 151, no. 222, pl. 104(as Annibale Carracci). 

2. Donald Posner, Annibale Carracci: A Study in the Reform of Italian Painting around 1590, London and 
New York, 1971, Vol. I, fig. 22. 
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Attributed to ANNIBALE CARRACCI 
Bologna 1560-1609 Rome 


St. Peter 


Oil on paper, laid down on board. 
383 x 275 mm. (15% x 10% in.) 


The practice of making oil sketches on paper, while rare in Bologna in the late 16th 
century, seems to have been a technique used occasionally in the Carracci studio. 
Malvasia records that Agostino Carracci, for one, made such studies ‘talora a olio e 
lumeggiato di biacca’. All three of the Carracci spent time in the late 1580’s in Venice, 
where the use of oil sketches on paper was a common artistic practice, and they may 
have learned the technique there. Certainly, a pronounced Venetian flavour is 
characteristic of the few oil sketches by the Carracci that survive. 


Dr. Stephen Pepper has recently proposed that this powerful and expressive study is a 
new addition to the very small corpus of oil sketches on paper by Annibale Carracci. He 
dates the sheet to c. 1590-93, before Annibale’s departure for Rome, and places it 
among a group of similar oil sketches on paper attributable to the artist. These include a 
Head of an Old Man in the Musée des Beaux-Arts in Chambéry' and a Portrait of an Old 
Man formerly on the art market in London’. However, given the scarcity of oil sketches 
of this type by annibale and the current state of research on them, it seems preferable to 
maintain a cautions attribution. 


1. Seicento: la siecle de Caravage dans les collections francaises, exhibition catalogue, Paris and Milan, 
1988-1989, p. 389, no. 163, as ‘Florentine School, early 17th century’ (entry by Véronique Damian). 
2. London, Kate Ganz Ltd., Italian Drawings 1500-1800, 1987, no. 13. 
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LUDOVICO CARDI, called IL CIGOLI 
Castelvecchio di Cigoli 1559 — 1613 Rome 


The Adoration of the Shepherds 


Pen and brown ink, over faint traces of an underdrawing in black chalk. Laid down. 
421x257 mm. (16% x 10% in). 


PROVENANCE: Baron Horace de Landau, Florence (Lugt 1334c), his label and inventory 
number 32 affixed to the old mount (as Andrea Boscoli); By descent to his neice, Mme. 
Hugo Finaly, Paris. 


Baldinucci wrote of Cigoli that ‘he drew constantly, and his drawings, done in a style 
that is his own, display...[a] spontaneity and appealing delicacy of touch,... a certain 
immediacy and spirit, never known to me except in those of the great Michelangelo... 
the spirit of one and the other, particularly in the sketches, is such that at first glance 
one finds an immediacy deriving not from the parts but from the whole; an immediacy 
that inspires awe in the beholder’'. 


The present sheet is a preparatory study, with differences, for Cigoli’s large altarpiece 
of The Adoration of the Shepherds with St. Catherine of Alexandria, signed and dated 1599, 
in the Metropolitan Museum of Art, New York (fig. 1). The drawing also shares some 
characteristics — notably the praying 
hands of the Virgin — with a second, 
slightly later variant of the composi- 
tion; an Adoration of the Shepherds in 
the church of San Francesco in Pisa’. 
The Colnaghi drawing may therefore 
have been used as a study for both 
the New York and Pisa paintings. 
The same may be true of a related 
compositional study in the Louvre’, 
although this is somewhat closer to 
the Pisa canvas. Three further com- 
positional drawings — in the Uffizi, 
the Gabinetto Nazionale delle Stam- 
pe in Rome and the Staatliche Gra- 
phische Sammlung in Munich — 
show earlier stages in the develop- 
ment of the composition, and are also 
more closely related to the painting 
in Pisa’. 


Fig.1: Cigoli, The Adoration of the 
Shepherds with St. Catherine of Alexandria. 
New York, Metropolitan Museum of Art. 


1. Filippo Baldinucci, Notizie dei professori del disegno da Cimabue in qua, Florence, 1846, Vol. III, 
pp. 276-277; translated in Miles Chappell “On Some Drawings by Cigoli’, Master Drawings 1989, 
XO), 6}, Jos 18), 


2. Franco Faranda, Ludovico Cardi detto il Cigoli, Rome, 1986, p. 149, no. 54. 
. Ibid., p. 150, no. 54d. 
4. Ibid., pp. 149-150, nos. 54 a-c. 
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BERNARDO CASTELLO 
Genoa 1557 — 1627 


Christ and the Centurion 


Red chalk over traces of a underdrawing in black chalk. Inscribed Benvenuto da Garofalo 
and roma n:4 in brown ink on the old backing sheet. 
406 x 288 mm. (16x 11% in.) 


A pupil of Andrea Semino and Luca Cambiaso, Bernardo Castello’s early works, such 
as a Nativity in the church of San Gerolamo di Quarto, show the particular influence of 
Cambiaso. Returning to Genoa after a trip to Ferrara in 1575, he executed a number of 
painting for local churches and palaces. Among his important decorative projects were 
the frescoes in the Villas Spinola and Centurione in Sampierdarena and a ceiling in the 
Palazzo de Franchi in Genoa. In 1586, Castello designed a frontispiece and twenty 
illustration for an edition of Torquato Tasso’s epic poem Gerusalemme Liberata, publish- 
ed in Genoa in 1590 with great success. The illustrations established Castello’s 
reputation, and pleased Tasso so much that he wrote a sonnet in honour of the artist. 
Three further editions of the poem, again accompanied by Castello’s illustrations, were 
published in 1604, 1615 and 1617. 


The majority of Castello’s drawings are executed in pen and brown ink, often on blue 
paper, and studies in the distinctive medium of the present sheet are quite rare. A 
similar use of red wash in found in a few of the artist’s drawings for the Gerusalemme 
Liberata, including a study of The Presumed Death of Rinaldo’ (canto 8), and another of The 
Crusaders Entering Jerusalem? (canto 10), both in the Palazzo Rosso in Genoa. Enrico 
Cortona has kindly pointed out that Castello also treated the subject of Christ and the 
Centurion in a pen and ink drawing, unrelated in composition, which is part of an 
album in the Palazzo Rosso. 


1. Piero Boccardo and Maria Clelia Galassi, Maestri del disegno nelle civiche collezioni genovesi, exhibition 
catalogue, Genoa, 1990, pp. 80-81, no. 34. 

2. Mary Newcome, ‘Drawings by Bernardo Castello in German Collections’, Jahrbuch der Berliner 
Museen, 1979, pp. 149, fig. 21, note 24. 
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ANTONIO TEMPESTA 
Florence c. 1555 — 1630 Rome 


The Adoration of the Magi 


Pen and brown ink and wash, over traces of an underdrawing in black chalk. 
221x287 mm. (8% x11% in.) 


Over the course of his long and successful career, Antonio Tempesta produced more 
than 1400 prints, mostly of hunting and battle scenes. After training in the studios of 
Jan Stradanus and Santi di Tito, he worked as one of Vasari’s assistants in the 
decoration of the Palazzo Vecchio. In 1575 he travelled to Rome, where he was to work 
throughout much of his career. Employed by Pope Gregory XIII on the decoration of 
rooms in the Vatican, Tempesta also executed paintings for various churches and 
palaces in Rome, as well as working at the Villa d’Este in Tivoli and the Palazzo Farnese 
at Caprarola. Among his students in Rome was the young Jacques Callot, who 
accompanied Tempesta to Florence in 1611-12 to illustrate the funeral book of 
Margherita of Austria. 


The exhibited drawing, with its chiaroscuro effects of bold, dark washes contrasted with 
areas of white paper left untouched, is comparable to such drawings as the Three Crosses 
in the British Museum! and the Virgin Immaculate in the Metropolitan Museum of Art, 
New York’. 


1. Nicholas Turner, Florentine Drawings of the Sixteenth Century, exhibition catalogue, London, 1986, 
p. 226, no. 175. 

2. Jacob Bean with Lawrence Turcic, 15th and 16th Century Italian Drawings in the Metropolitan Museum of 
Art, New York, 1982, p. 240, no. 245. 


FRANCESCO VANNI 
Siena 1563 — 1610 


17_ A Standing Christ 


Red and black chalk. A quick sketch of a standing figure in black chalk on the verso. 
240 x 124 mm. (9% x 47% in.) 


PROVENANCE: Paul Sandby, London (Lugt 2112); Aldo Caselli; Dr. and Mrs. Malcolm 
Bick, Longmeadow, Massachusetts; Christina van Marle, London, in 1982; Anony- 
mous sale, London, Sotheby’s, 2 July 1984, lot 24. 


EXHBITED: Sarasota, The John and Mable Ringling Museum of Art, The Bick Collection of 
Italian Religious Drawings, 1970-1971, No. 3 (as Cavaliere d’Arpino); London, Christina 
van Marle at Anthony Dallas & Sons, Exhibition of Old Master Drawings, 1982, no. 5. 


The leading painter in Siena in the late 16th century, Francesco Vanni is thought to 
have been a pupil of Giovanni de’ Vecchi, although the prime influence on his work 
was that of Federico Barocci. He spent the first part of his career in Lombardy, where he 
is documented as living in Milan between 1595 and 1601, before settling in Siena. 
Vanni's first major work for his native city was a Mystic Marriage of St. Catherine for the 
Chiesa del Rifugio, painted in 1601. He also received a number of important Roman 
commissions, including two paintings of The Flagellation of Christ and The Death of St. 
Cecilia for the church of Santa Cecilia in Trastevere. Together with his half-brother 
Ventura Salimbeni, Vanni came to dominate the artistic scene in Siena at the turn of the 
17th century. 


Formerly given to Cavaliere d’Arpino, the correct attribution of this fine drawing to 
Francesco Vanni was first made by Philip Pouncey in the early 1980’s. The figure of 
Christ is perhaps a study for a painting of Christ and the Magdalen in the Garden (‘ Noli me 
tangere’), although no related work is known. 


(Actual size) 
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GIUSEPPE CESARI, called CAVALIERE D’ARPINO 
Rome 1568 — 1640 


Kind David 


Black chalk. Numbered 203 is brown ink at the upper right. 
241x156 mm. (942 x 6% in.) 


The son of a painter from Arpino, Giuseppe Cesari worked mostly in Rome, apart from 
two brief stays in Naples. He arrived in Rome in 1582, and began working in the 
Vatican logge under the direction of Niccolo Circignani, il Pomerancio. Arpino would 
receive important commissions from three different Popes, beginning when he was still 
quite young, when for Gregory XIII he decorated rooms in the Vatican and the Quirinal 
Palace. Among his other important early projects were the decoration of the Olgiati 
chapel in Santa Prassede between 1587 and 1595 and the Contarelli chapel in San Luigi 
dei Francesci, completed in 1593. For Clement VIII Arpino worked at St. Peter’s and 
San Giovanni in Laterano from 1592, and from 1605 to 1612 he was active on behalf of 
Paul V in the decoration of the Cappella Paolina in Santa Maria Maggiore. Indeed, by 
the turn of the century Arpino had become, together with Annibale Carracci and his 
followers, one of the foremost decorative painters working in Rome. 


The present sheet is an early study for the figure of David in Arpino’s fresco of the 
Meeting of David and Abigail in the Villa Belvedere at Frascati (fig. 1). The fresco was one 
of four scenes dedicated to heroic and virtuous women of the Old Testament, 
commissioned from Arpino by Cardinal Pietro Aldobrandini and executed between 


. July 1602 and January 1603. Another preparatory study for the figure of David, in black 


and red chalk and closely related to the present sheet, is in the Louvre’. Like the 
drawing here exhibited, the Louvre study shows the arms of the figure in a different 
position from that used in the fresco. It has been dated by Rottgen to shortly after 1600, 
and the same must be true of the present sheet. Two further studies for the fresco 
survive; a drawing in the Louvre for the head of Abigail and a red chalk study of the 
two soldiers at the right of the composition in the Kunsthaus, Zurich’. 


"enor — Es - fs “ ia 
Fig.1: Arpino, The Meeting of David and Abigail. Villa Belvedere, Frascati. 
1. Roman Drawings of the Sixteenth Century from the Musée du Louvre, Paris, exhibition catalogue, 


Chicago, 1979-1980, pp. 44-45, no. 14. 


2. Herwarth Rottgen, Il Cavalier d’Arpino, exhibition catalogue, Rome, 1973, fig. 14 (Louvre) and p. 163, 
no. 133, fig. 133 (Zurich). 


(Actual size) 
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CHERUBINO ALBERTI 
Borgo San Sepolcro 1553 — 1615 Rome 


Design for a Ceiling Decoration with the Virgin in Glory 


Pen and brown ink and wash, with touches of yellow and grey wash, over faint traces 
of an underdrawing in black chalk. Inscribed parmegianino in brown ink at the bottom, 
and Magni(...?)/Lacapella/Paulina in brown ink on the verso. Laid down. 

277 x 334 mm. (10% x 13% in.) 


A painter as well as engraver, Cherubino Alberti was born into a family of artists. He 
was in Rome by 1571, when he engraved a painting by Federico Zuccaro in the church 
of the Trinita dei Monti. It was also in Rome that he learned the art of engraving in the 
studio of Cornelis Cort. Most of his engravings date from the 1570’s and 1580's, after 
which he seems to have devoted himself mainly to painting. As a painter, Cherubino 
often worked with his brother Giovanni, and his earliest documented work is a fresco 
decoration on the rear facade of the Vatican Library, executed in 1587. The two painters 
were employed by Pope Clement VIII on the decoration of the Sala Clementina of the 
Vatican between 1596 and 1604, and again in the sacristy of San Giovanni in Laterano, 
finished in 1602. Cherubino’s last major papal commission was the decoration of the 
Aldobrandini chapel in Santa Maria sopra Minerva, completed in 1610. 


Together with his brother Giovanni, Cherubino Alberti was recognized for his 
particular talents as a painter of di sotto in su ceiling decorations, and the present sheet 
displays a number of characteristics found in much of the Albertiis work. The 
illustionistic dome is seen in the artist’s frescoes in San Silvestro, San Giovanni in 
Laterano and Santa Maria sopra Minerva, while the playful putti forming a circle in the 
oculus is another common Albertian motif, found in the vault of the Sala Clementina in 
the Vatican. Similarly, the two sibyls in the spandrels are particularly close to the 
allogorical figures of Virtue and Peace in the Alberti’s decoration of the Palazzo Ruggieri 
in Rome’. 


The contemporary inscription on the verso suggests the possibility that the present 
sheet may represent Cherubino’s proposed design for the cupola of the Cappella 
Paolina in the Roman church of Santa Maria Maggiore. The chapel vas dedicated to the 
Immaculate Conception, and Cherubino vas one of three artists, along with Gaspare 
Celio and Ludovico Cigoli, commissioned in c. 1609 by Pope Paul V to submit designs 
for the decoration of the vault. The project was eventually given to Cigoli, and no 
designs by Celio or Alberti for the project are thought to have survived. 


1. Maria Vittoria Brugnoli, ‘Un palazzo romano del tardo ‘500 e l’opera di Giovanni e Cherubino 
Alberti a Roma’, Bollettino d’Arte, July-September 1960, pp. 227-228, figs. 8 & 9. 
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GUIDO RENI 
Calvenzano 1575 — 1642 Bologna 


Head of a Young Woman Looking Upwards 


Black and red chalk, with touches of white chalk, on pale brown paper. Inscribed Reni 
Guido, No. 35 and 1609 ne 23 Guido Reni in brown ink at the bottom and further inscribed 
Raccolta di S.M.G. San Germano in brown ink on the old backing sheet. 

377 x 270 mm. (147% x 10% in.) 


PROVENANCE: William H. Schab Gallery, New York, in 1981. 


LITERATURE: Stephen Pepper, ‘Guido Reni at the Albertina’, Burlington Magazine, 
September 1981, p. 574, fig. 96. 


ExHIBITED: New York, William H. Schab Gallery, Old and Modern Master Prints & 
Drawings, No. 62, n.d. (1981?), no. 11. 


In his 1981 article, Stephen Pepper pointed out that the inscription on the old backing 
sheet of this drawing may refer to a Bartolo di Villa San Germano, a collector 
mentioned in Malvasia’s biography of the artist: ‘Guido also gave works by his hand to 
whomever he found pleasing, and whomever, by showing they were disinterested, 
won him over... [including] a very lovely little Madonna for a certain Bartoli of Villa di S. 
Germano in the diocese of Rimini, a very handsome robust old man 105 years old, 
whose venerable head Guido painted a good eight times; but the painting was 
wickedly taken away from him by a gentleman in the Roman countryside, where he, 
Bartoli, was showing it to everyone and receiving incredible alms for it.”’. 


The present sheet may therefore be related to this now-lost Madonna, although this can 
only be a hypothesis. Alternatively, Pepper has suggested that the drawing may have 
been a study for a fresco, as the precise technique and defined contours would suggest. 
The date of 1609 inscribed on the sheet is in keeping with the period of Reni’s most 
frequent use of the fresco medium and, if correct, would make the Colnaghi drawing 
one the few studies that survive from this phase of his career. A similar, thouth less 
finished study of the head of a woman, formerly in the collection of the Earls Spencer, 
is in the Ferretti collection in Montreal’. 


In a recent letter, Catherine Johnson has expressd some reservations about the 
attribution of the present sheet, known to her only from a photograph. 


1. Carlo Cesare Malvasia, Felsina pittrice; vite de pittori bolognesi, 1678; trans. in Catherine and Robert 
Engass, The Life of Guido Reni, 1980, pp. 124-125. 

2. David McTavish, Italian Drawings from the Collection of Duke Roberto Ferretti, exhibition catalogue, 
Toronto and New York, 1985-1986, pp. 68-69, No. 28. 
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ABRAHAM BLOEMAERT 
Dordrecht 1564 — 1651 Utrecht 


Saint Simeon Holding the Christ Child 


Pen and brown ink and wash, heightened with white over an underdrawing in black 
chalk. A study of the base of a column in black chalk on the verso. Inscribed A. Caracct 
in black ink at the lower left, and numbered No. 17 in brown ink on the verso. 

244 x 182 mm. (9°/sx7'/s in.) 


PROVENANCE: Possibly S. van Huls, The Hague; Possibly his sale, The Hague, Jean 
Swart, 14 May 1736; Possibly Jan Maurits Quinkhard; Possibly his sale, Amsterdam, 
Philippus van der Schley & Jan Yver, 15 March 1773, lot 15 (‘Zimeon met het Kind’); 
Possibly S. Fokke; Possibly his sale, Amsterdam, van der Schley and Belli, 6 December 
1784, lot 415. 


LITERATURE: To be included in Dr. Jaap Bolten’s forthcoming catalogue raisonné of 
Bloemart’s drawings. 


Abraham Bloemaert received his training in Utrecht and Paris but, unlike the majority 
of his contemporaries, never travelled to Italy. Indeed, apart from two years in 
Amsterdam, he remained working in Utrecht from 1583 until his death. With Cornelis 
van Haarlem and Joachim Wtewael, Bloemaert was the last major exponent of the 
Northern Mannerist tradition. He was a superb draughtsman, and his influence on 
later generations was perpetuated by a collection of engravings after his drawings made 
by his son Frederik, published in c. 1650. 


The drawing here exhibited, datable to c. 1610-20, is one of two preparatory studies for 
an engraving in the same direction by Crispijn de Passe the Elder (Hollstein xvi, 16ad] 
(fig. 1). A more finished version in the Ecole des Beaux-Arts in Paris is incised with a 
stylus and was used to transfer the design to the engrever’s plate, while a copy of the 

, Colnaghi drawing is in the Fitzwilliam Museum 
in Cambridge’. A study of Kind David Playing 
the Harp in the Institut Néérlandais in Paris, 
of identical dimensions, is a pendant to the 
Colnaghi and Ecole des Beaux-Arts drawings 
and was engraved by Crispijn de Passe’s son 
Willem in c. 1620*. Jaap Bolten has kindly 
pointed out that drawings of the subject, 
identifiable with either the Colnaghi or Ecole 
des Beaux-Arts sheets, were in the van Huls, 
Quinkhard and Fokke sales in the 18th century. 


Fig.1: Crispijn de Passe I after Bloemaert, 
Saint Simeon Holding the Christ Child 
[Hollstein xvi, 16ad]. 


1. Both illustrated in Emmanuelle Brugerolles, Renaissance et Maniérisme dans les écoles du Nord: dessins 
des collections de l’Ecole des Beaux-Arts, exhibition catalogue, Paris and Hamburg, 1985-86, pp. 206-207, 
no. 106. 


2. Karel G. Boon, The Netherlandish and German Drawings of the XVth and XVIth Centuries of the Frits Lugt 
Collection, Paris, 1992, Vol. I, pp. 29-30, no. 13, fig. 32 (engraving), Vol. III, pl. 283 (drawing). 


JACOPO CHIMENTI, called JACOPO DA EMPOLI 
Florence 1551 — 1640 


A Standing Nude Youth 


Red chalk. 
402x182 mm. (15% x7 ¥% in.) 


According to Filippo Baldinucci, Jacopo da Empoli’s first teacher was Maso da 
San Friano. He spent his entire career in Florence, where he painted a number of 
altarpieces for churches in the city and around Tuscany. Among his most important 
works is an altarpiece of the Immaculate Conception, painted in 1591 for the Florentine 
church of San Remigio, and a Doubting Thomas of 1602, now in the Museo della 
Collegiata at Empoli. He was also called upon by the Medici to produce grisaille 
decorations for such state occasions as the wedding of Marie de’ Medici in 1600 and the 
funeral of Queen Margerita of Spain in 1612. A large group of drawings by the artist is 
in the Uffizi. 


The present sheet is an example of a drawing made in the studio to study the pose of a 
figure. The same model appears, with his legs in a similar position, in a red chalk 
drawing in the Uffizi (fig. 1), which is thought to be an early study for one of the sons of 
Noah in Empoli’s painting of The Drunkenness of Noah in the Palazzo Pitti in Florence’. 

' _ » The painting can be dated to c.1616- 
18, and the Colnaghi drawing may 
thus be dated approximately to the 
same period. 


Fig.1: Empoli, Standing Male Nude. 
Florence, Gabinetto Disegni e Stampe 
degli Uffizi. 


1. Alessandro Marabottini, Jacopo di Chimenti da Empoli, Rome, 1988, pp. 244-247, no. 87 (painting) and 
no. 87G (drawing). 
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DANIELE CRESPI 
Busto Arsizio c. 1598 — 1630 Milan 


Study of an Arm 


Black chalk on faded blue paper. Further studies of shoulders and arms in brown ink on 
the verso. Inscribed Daniel in brown ink at the lower left. 
426 x 274 mm. (16°/4x 10°/s in.) 


PROVENANCE: An unidentified German museum release stamp on the verso; Anony- 
mous sale, London, Christie’s, 27 March 1974, lot 253 (as Cavedone), (bt. Pascal for 55 
gns.); Mathias Polakovitz, Paris (his mark, not in Lugt, stamped once on the recto and 
once on the verso); Rosella Gilli, Milan. 


ExuBiTeD: Milan, Galleria Rosella Gilli, Disegni Lombardi dal XV al XVIII secolo, n.d. 
(1985?), no. 49. 


The recto of this drawing is a study for the arm of St. John the Baptist in Crespi’s 
lunette fresco of St. Hugh of Grenoble Blessing the Monastery (fig. 1) in the Certosa di 
Garegnano, outside Milan’. Painted near the end of Crespi’s brief, eleven-year career, 
the fresco is one of a series of six lunettes of scenes from the early history of the 
monastery and its founder, St. Bruno. Two further preparatory studies for the fresco 
are known. A study in pen and ink for the entire composition is in the Biblioteca 
Ambrosiana in Milan’, while a drawing in the Metropolitan Museum of Art in New 
York depicts the figures of St. John the Baptist, King David and other heavenly 
witnesses seated in clouds above the main scene’. 


As Nancy Ward Neilson has noted, Crespi derived the motif of St. John the Baptist and 
King David in clouds witnessing the blessing of the monastery from an engraving of the 
same subject designed by Giovanni Lanfranco’. Part of a series of 20 scenes from the life 
of St. Bruno engraved by Dietrich Theodore Kruger and dated 1620-21, Lanfranco’s 
designs were adapted by Crespi for a number of other frescoes at the Certosa. 


Try 


The studies of arms and 
shoulders in pen and ink 
on the verso of the pre- 
sent sheet may be stylisti- 
cally compared with a 
similar drawing of Studies 
of Arms in the Biblioteca 
Ambrosiana in Milan’. 


Fig.1: Crespi, St. Hugh of 
Grenoble Blessing the 
Monastery. Milan, Certosa 
di Garegnano (detail). 

1. Mina Gregori, Gli affreschi della Certosa di Garegnano, Milan, 1973, pl. XXI. 

2. Ibid., p. 33, fig. 27. 


3. Jacob Bean, 17th Century Italian Drawings in the Metropolitan Museum of Art, New York, 1979, joe IW, 
no. 147. 


4. Nancy Ward Neilson, ‘A Source for Daniele Crespi’, Arte Lombarda, 1969, no. 1, pp. 71-73, fig. 4. 


5. Giulio Bora, ‘Ruolo e significato del disegno in Daniele Crespi’, in Fra Rinascimento Manierismo e 
Realta: Scritti di storia dell’arte in memoria di Anna Maria Brizio, Florence, 1984, p. 158, fig. 1. 
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REMIGIO CANTAGALLINA 
Borgo San Sepolcro 1582/3 — c. 1656 Florence 


Men Playing Cards in a Tuscan Landscape 


Pen and brown ink and wash, over an underdrawing in black chalk. Traces of framing 
lines at the top, bottom and right edges of the sheet. 
146 x 201 mm. (5% x7% in.) 


Described by Filippo Baldinucci as ‘celebre in disegnar paesi a penna’, Remigio 
Cantagallina was to be an important influence on the later generation of landscape 
draughtsmen active in Florence, such as Ercole Bazzicaluva and Jacques Callot. He was 
trained in the studio of Giulio Parigi, and worked for most of his life in Florence, 
although a trip to Flanders in 1612-13 is suggested by a number of drawings in a 
sketchbook now in the Musée Royal in Brussels. Cantagallina produced numerous 
drawings and over sixty etchings, mostly of landscapes and festival scenes. Only one 
painting by his hand is known, a Last Supper painted in 1604 in collaboration with his 
brother Antonio for a monastery in Sansepolcro and now in the Museo Civico there. 


The present sheet is unusual among Cantagallina’s drawings in the prominence given 
to figures within the landscape. 
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(Actual size) 


GIOVANNI BATTISTA VANNI 
Florence 1600 — 1660 Pistoia 


25 A Standing Draped Man 


Black chalk. A study of drapery and a faint caricature of a man in red chalk on the verso. 
Inscribed Giamb.ta Vanni in brown ink at the lower left. 
398 x 276 mm. (15% x 107% in.) 


PROVENANCE: Sigismondo and Giovanni Coccapani, Florence (Lugt 2729, as uni- 
dentified), their mark embossed at the top centre of the sheet; By descent to Giovanni's 
son, Regolo Silverio Coccapani, Florence; Probably dispersed with the rest of the 
Coccapani collection in the third quarter of the 17th century; Dr. Ludwig Pollak, Rome 
(Lugt 788b), his mark on the old backing sheet. 


A student of Jacopo da Empoli and Cristofano Allori, G.B. Vanni was the son-of a 
Florentine goldsmith. His first dated work is a painting of the Madonna and Child with 
St. Pius in San Domenico in Pistoia, dated 1623. A year later he vas in Rome, where 
among his commissions was a Judith for the Palazzo Barberini, now lost. The most 
important surviving painting of his Roman period is the St. Sebastian Nursed by St. Irene, 
commissioned in 1627 by the Florentine Montauto family to decorate their chapel in the 
church of San Giovanni dei Fiorentini. Vanni returned to Florence in the early 1630's, 
after brief visits to Emilia and Venice. His later career was mostly spent working as a 
fresco painter, executing a Feast in the House of Simon for the refectory of Santa Maria del 
Carmine in 1645 and decorating the lunettes of the cloister of San Marco in the 1650’s. 
Vanni’s drawings, described by Baldinucci as ‘non solo con franchezza, ma con 
pulitezza e leggiadria’, are relatively few in number, with some in the Uffizi, the 
Albertina in Vienna and the Gabinetto Nazionale delle Stampe in Rome. 


The attribution of this drawing to G.B. Vanni has been confirmed by Francesca 
Baldassari, who dates the sheet to c. 1650. A comparison may be made with two similar 
studies of standing men in the Gabinetto Nazionale delle Stampe in Rome’, and 
another of a seated draped model in the Nasjonalgalleriet in Oslo*. An alternative 
attribution to Sigismondo Coccapani has also been suggested. 


This drawing was among a group of 16th century Florentine drawings assembled by the 
painter Sigismondo Coccapani, a pupil of Cigoli, and his younger brother Giovanni. 
Miles Chappell lists fifty drawings which bear the recently identified Coccapani stamp’, 
of which about thirty are by Cigoli and the remainder by the Coccapani and their 
contemporaries. : 


1. Nos. FC128736 and FC128758. 
2 Noe bi5120; 


3. Miles Chappell, “On the Identification of a Collector’s Mark’, Master Drawings, Spring 1983, pp. 
36-58. 
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STEFANO DELLA BELLA 
Florence 1610 — 1664 


A Peasant with a Horse and Cart 


Pen and brown ink, over an underdrawing in black chalk. Studies of a horseman and 
two standing figures in pen and brown ink on the verso. Inscribed adi 1 di Marzo 1639 in 
brown ink at the upper left. 
150 x 207 mm. (57% x8 % in.) 


WATERMARK: Fragment of a Greek cross in a circle surmounted by another cross. 


PROVENANCE: Sir Bruce Ingram, Chesham (Lugt 1405a), his mark on the old backing 
sheet; Carl Winter, Cambridge (his mark CW, not in Lugt, on the old backing sheet); 
The Revd. Eric Mathieson. 


Stefano della Bella, a productive and gifted draughtsman and etcher, was a student of 
the Florentine artists G.B. Vanni, Cesare Dandini and Giulio Parigi. His foremost early 
influence, however, were the works of the Frenchman Jacques Callot, who worked in 
Florence until 1621, and whom he succeeded as Medici court designer and printmaker. 
Trained as a goldsmith, della Bella also studied painting, drawing and etching. Under 
the patronage of the Medici, he was sent to Rome in 1633, where he made drawings 
after antique and Renaissance masters, landscapes and scenes of everyday life. In 1639 
he accompanied the Medici ambassador to the Parisian court of Louis XIII, and was to 
remain in France for ten years. He established a successful career in Paris, publishing 
many prints and obtaining commissions from members of the court and the aristocracy. 
Returning to Florence in 1650, della Bella continued to enjoy Medici patronage, 
becoming the drawing master to the future Duke, Cosimo III. A stroke in 1661 ended 
his career, and he died three years later. 


This lively little sketch, dated the 2nd March 1639, is typical of della Bella’s interest in 


everyday life and his keen observation of the people around him. A similar horse and 
cart appears in a drawing of Soldiers Loading Carts in the British Museum’. 


1. Inv. No. $1 5236-30; Gernsheim photograph no. 94/387. 
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STEFANO DELLA BELLA 
Florence 1610 — 1664 


27 A Sheet of Studies of the Astronomer Galileo, and a Satyr Riding a Goat 


Pen and brown ink, over an underdrawing in black chalk in some of the figures; the 
study of the satyr and goats also with grey wash. A faint study of the kneeling figure in 
black chalk at the upper right of the sheet, and another figure study in black chalk on 
the verso. The verso partially rubbed with charcoal and inscribed with numbers, 
accounts and inscriptions in brown ink. 

303 x 204 mm. (11% x8 in.) 


WATERMARK: Three vertical circles with a cross and the letters GR and three smaller 
crosses above. 


PROVENANCE: An unidentified collector’s mark GL in a circle stamped in purple ink on 
the old mount; Sir Bruce Ingram, Chesham (Lugt 1405a), his mark on the verso; Carl 
Winter, Cambridge, (his mark CW, not in Lugt, on the verso); The Revd. Eric 
Mathieson. 


As Phyllis Massar has kindly pointed out, the studies of a bearded man in the centre of 
this sheet are preparatory, albeit in reverse, for the figure of the astronomer Galileo in 
della Bella’s design for the engraved frontispiece of the Opere di Galileo Galilei, (fig. 1), 
published in Bologna in 1656 [De Vesme and Massar 965]. In the print, Galileo is depic- 
ted kneeling before allegorical figures of Astronomy, Optics and Mathematics, to whom 
he presents the telescope he has invented, while pointing to the planets in orbit around 
the sun. In the Colnaghi drawing the artist experimented with both kneeling and 
standing poses for the figure, with the left hand sketch coming closest to the final 
design. The same figure is also studied in the faint sketch in black chalk at the upper right 
corner, at right ase to the sheet, while the head of a woman in profile sketched at the 

top left may be a first idea for one of the women 
before whom Galileo kneels. Two further draw- 
ings in the Uffizi show a more advanced stage in 
the design; a compositional study in pen and ink 
in which the astronomer is depicted standing’, 
and a more highly finished drawing used as the 
final, definitive design’. In all three drawings, as 
in the print, the portrait of Galileo appears to be 
accurate and possibly taken from life. 


The study of a satyr in the lower half of the sheet 
is identical in pose — although without the goat 
— to that in a drawing in the Louvre’, which is a 
study for della Bella’s 1656 etching of A Satyr 
Seated on the Edge of a Lake. As the Opere di Galileo 
Galilei was published in the same year, the pre- 
sent sheet can be dated to around the same time. 


wo) Fig.1: Della Bella, Frontispiece of the ‘Opera di Galileo 
=t=e- =~ Galilei’ [De Vesme/ Massar 965]. 


1. Omaggio a Leopoldo de’ Medici: disegni, exhibition catalogue, Florence, 1976, no. 35, fig. 30a (entry by 
Anna Maria Petrioli Tofani). 

2. Anna Forlani Tempesti, in II Seicento Fiorentino: Disegno, Incisione, Scultura, Arti minori, exhibition 
catalogue, Florence, 1986-1987, pp. 285-286, no. 2.249, fig. 2.249. 


3. Francoise Viatte, Inventaire général des dessins italiens II: dessins de Stefano della Bella, Paris, 1974, pp. 
214-215, no. 394, fig. 394. 
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FLAMINIO TORRI 
Bologna 1621 — 1661 Modena 


The Head of a Bearded Old Man 


Black chalk, heightened with white chalk, on light brown paper. Inscribed Flaminio Torn 
in brown ink and numbered 38 in black ink on the old mount. 
2375179 Dina O87 1D.) 


After a period in the workshop of Guido Reni, Flaminio Torri completed his artistic 
training with Simone Cantarini. Torri’s first known dated work is an etching of 1639 in 
which, as in such early paintings as the Adortion of the Magi in San Giuseppe in Bologna, 
the influence of his master is readily evident. In 1647, he painted a decorative fresco 
border for an altarpiece in the church of San Filippo Benizzi in Bologna, begun by 
Cantarini and completed by Francesco Albani. With the death of Cantarini in 1648, Torri 
inherited his studio. He settled in Modena by 1658, where he was employed at the ducal 
court of Alfonso I d’Este. Torri remained in Modena until his death, although the 
absence of any dated paintings from this period suggests that he painted little after 
leaving Bologna. 


Similar heads appear in a number of paintings by Torri, such as a Holy Family, in the 
convent of San Giuseppe in Bologna, and in another depiction of the same subject in a 
Bolognese private collection’. 


1. Anna Colombi Ferretti, ‘Bilancio su Flaminio Torre’, Paragone, no. 333, November 1977, plates 11 and 
23 respectively. 


(Actual size) 
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SIMONE CANTARINI, called IL PESARESE 
Pesaro 1612 — 1648 Verona 


Recto: A Sheet of Studies with the Adoration of the Magi and a Bishop Saint Healing 
the Sick 
Verso: The Calling of Saint Matthew and other Figure Studies 


The recto in pen and brown ink over traces of an underdrawing in black chalk; the 
verso in pen and brown ink, drawn over a faint study of drapery in red chalk. Inscribed 
Sim® Cantarini da Pesaro in brown ink on the recto, and inscribed twice illegibly in brown 
ink on the verso. Numbered 131 (crossed out) and No 40 in brown ink on the old 
mount. 

210x265 mm. (8% x 10% in.) 


PROVENANCE: Probably Carlo Bianconi, Bologna and Milan; Possibly Giuseppe Bossi, 
Milan. 


A pupil first of Claudio Ridolfi before entering the studio of Guido Reni in Bologna, 
Simone Cantarini was a painter, draughtsman and printmaker. He was highly praised 
by Malvasia, who notes, however, that he was jealous of other artists and often 
quarelled with his patrons. Despite being an avid and productive draughtsman, only a 
very few drawings by Cantarini can be related to paintings or etchings by him. 


The studies of an Adoration of the Magi on the recto of this sheet are preparatory for a 
painting in the collection of the Marchesa Andrée Torrigiani Salina in Florence (fig. 1). 


Fig.1: Cantarini, The Adoration 
of the Magi. Florence, 
Marchese Andrée Torrigiani 
Salina. 
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(Recto) 


(Verso) 


Probably the painting mentioned by Oretti as ‘un quadro grande, che figura l’Ado- 
razione dei Magi, quasi come il naturale, e bellisimo’, the altarpiece can be dated to the 
artist’s late career. Two further preparatory drawings for the painting are known; a 
compositional sketch in the Koenig-Fachsenfeld collection at Aalen, near Stuttgart’, 
and a chalk study for the boy seated on a ledge at the upper right, which was sold at 
auction in Italy in 1975?. 


While the other studies on the sheet cannot be connected with any surviving paintings 
by Cantarini, there are a number of similar drawings of the Calling of Saint Matthew, 
although different in composition. Among these are a sheet in the Boymans-van 
Beuningen Museum, Rotterdam’, and another sold at auction in 1977*; a third is in the 
Brera, Milan‘. 


A number of other drawings by Cantarini with inscriptions in an identical hand are 
known, including a large number among the 165 sheets in the collection of the 
Pinacoteca di Brera in Milan®. The important group of drawings by Cantarini in the 
Brera was formed by Carlo Bianconi (1732-1802) in Bologna between 1776 and 1807, and 
later passed to the painter Giuseppe Bossi (1777-1815), who presented the collection to 
the museum. It is likely, therefore, that our drawing was also once in the Bianconi 
collection, and was given away or sold before the Brera donation. A number of other 
drawings bearing similar inscriptions are known outside the Brera, including a Holy 
Trinity in Glory now in the Metropolitan Museum of Art, New York’. 


1. Christel Thiem, Disegni di Artisti Bolognesi dal Seicento all’Ottocento della Collezione Schloss Fachsenfeld e 
della Graphische Sammlung Staatsgalerie Stuttgart, exhibition catalogue, Bologna, 1983, pp. 6-87, no. 
40. 

. Anonymous sale, Milan, Finarte, 21-22 April 1975, lot 133. 

. Inv. no. 1-416 (verso). 

. Anonymous sale, London, Sotheby’s, 5 December 1977, lot 6, (as ‘Ascribed to Guido Reni’). 

. Andrea Emiliani, Mostra di disegni del Seicento Emiliano nella Pinacoteca di Brera, exhibition catalogue, 
Milan, 1959, p. 48, no. 64. 


6. 24 are illustrated in Simone Cantarini: disegni incisioni e opere di riproduzione, exhibition catalogue, San 
Severino Marche, 1987, pp. 47-80; all but one have written attributions to Cantarini in handwriting 
identical to that found on the Colnaghi sheet. 


7. Jacob Bean, 17th Century Italian Drawings in the Metropolitan Museum of Art, New York, 1979, p. 56, 
no. 85. 
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GIAN LORENZO BERNINI 
Naples 1598 — 1680 Rome 


Portrait of a Man 


Black and red chalk, with touches of white chalk, on light brown paper. Inscribed L. 
Bernino in brown ink on the verso and further inscribed Suo Ritratto in a modern hand 
on the verso. 

188 x 148 mm. (7% x5 7% in.) 


PROVENANCE: Possibly Heinrich Leporini, Vienna; Anonymous (Leporini?) sale, Mu- 
nich, Adolph Weinmuller, 13-14 October 1938, lot 57 (as a self-portrait by Bernini), sold 
for 150 Reichsmarks; Elsner von Gronow collection (stamp, not in Lugt, on the verso of 
the old mount). 


In their quiet way, Bernini’s portrait drawings are as revolutionary as his sculpted 
busts. Technically as spectacular as his most virtuoso carvings, as quick in their grasp of 
an individual psyche and physiognomy, they are among the most brilliant drawn 
portraits produced in Europe in the 17th century. Bernini made two kinds of portrait 
drawings; quick sketches produced while the sitter posed for his (or, rarely, her) bust, 
and more carefully executed portrait drawings that were considered finished works of 
art in their own right. Only two examples of the former type have survived, one of 
which is the profile study of Cardinal Scipione Borghese in the Pierpont Morgan 
Library, New York. The present, previously unpublished drawing — last recorded in 
1938 and only recently rediscovered — is typical of the latter type, of which only fifteen 
autograph examples are known. Of these, only two others are in private hands, if we 
exclude the important group in the Royal Collection at Windsor Castle. The Colnaghi 
drawing compares particularly closely in handling and technique with a Portrait of a 
Man in the Ashmolean Museum in Oxford (fig. 1). 


Apart from the portrait drawings that represent Bernini himself, only two are of 
identified sitters; a portrait of the playwright Ottaviano Castelli in an American private 
collection and another of Sisinio Poli on his 18th birthday in 1638, in the Pierpont 
Morgan Library. Castelli and Bernini knew each other through the latter’s occasional 
excursions into theatrical productions, and Poli was the son of the maggiordomo of the 
Barberini household. Thus it seems that the subjects of these exquisite portrait 
drawings came from a more modest social strata than did the patrons of the artist’s 
expensive marble busts. Some wear the collars of clerics, while others look enough like 
the artist for us to suspect that they may represent other members of his family (he had 
several brothers). Unlike Ottavio Leoni, who specialized in. portrait drawings and 
regularly inscribed the sitter’s name on them, Bernini rarely left us identifying evidence 
of any kind. Indeed, apart from the Castelli sheet, no convincing identifications have 
been proposed for the sitters of his other portrait drawings.: Thus the fact that the 
subject of the Colnaghi drawing cannot be named is not surprising, although it is 
always disappointing not to be able to learn more about the life behind the face. 


Bernini was a superlative draughtsman, and on the relatively rare occasions when he 
made finished ‘presentation’ drawings, his manipulation of coloured chalks was 
unrivalled in the 17th century. Some were made quickly, while others are meticulously 
worked, the contours of the face delineated with many tiny, short strokes which blend 
so as to exploit to the full the chromatic effects of red, black and white chalk. This 
combination of chalks (‘trois crayons’) had been used before in portrait drawings by 
Federico Zuccaro, although his — and Ottavio Leoni’s — portrait heads are much 
smaller than Bernini’s and thus have far less impact. The scale of Bernini’s portrait 


(Actual size) 
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Fig.1: Bernini, Portrait of a Man. Oxford, Ashmolean Museum. 


drawings seems indebted to the Carracci, whose all-too-rare portrait sketches are less 
highly finished than his. Bernini probably preferred the expanded scale because it was 
closer to life-size and thus added to the psychological presence of the image. The direct 
gaze and the hint of a smile seen in this remarkable study of an unknown sitter are 
typical of the unpretentious yet vivid presence that Bernini was able to give to a portrait 
drawing. 


Ann Sutherland Harris 


We are grateful to Nicholas Turner for first confirming the attribution of this drawing to 
Bernini. 
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FRANCESCO ALLEGRINI 
Gubbio 1624 — c. 1680 Rome 


The Combat between the Horatti and the Curatii 


Gouache on vellum washed green. Inscribed Combatto particolare/tra gli Orazj ed 1 
Curiazj-/sotto Tullio Ostillio, 30 Re di Roma/con cui finisce la guerra/de’ Romani contro li Albani 
in brown ink on a label affixed to the old backing. Further inscribed orazi e corazi/battagli 
on the copper plate to which the drawing had been attached. 

74x 139 mm. (2% x5 in.) 


Believed to be a pupil and follower of Cavaliere d’Arpino, Francesco Allegrini was 
active in Rome in the mid-17th century. He was elected to the Accademia di San Luca in 
1655, together with Pierfrancesco Mola, and had a productive career as a fresco painter. 
He received commissions from many of the leading Roman families, among them the 
Mattei Aldobrandini, Colonna and Altieri. For Pope Innocent X he frescoed the Palazzo 
Pamphili with scenes from the story of Dido and Aeneas, while for Alexander VII he 
worked on the decoration of the Vatican logge. Active in the Roman churches of 
Sant’Agnese, San Marco and the convent of Santa Maria sopra Minerva, Allegrini 
painted a number of works in his native Gubbio in around 1660 and may also have 
worked in Genoa. 


Allegrini was a prolific draughtsman, although only rarely can his drawings be 
connected with known works. Large groups of drawings by the artist are in the 
National Gallery of Scotland in Edinburgh and the Metropolitan Museum of Art, New 
York. Gouache drawings such as the present example, however, are unusual. Allegri- 
ni’s composition here appears to be inspired by Cavaliere d’Arpino’s c. 1612 fresco of 
the subject in the Sala degli Orazi e Curiazi of the Palazzo dei Conservatori in Rome’. 


1. Herwarth Rottgen, II Cavalier d’Arpino, exhibition catalogue, Rome, 1973, fig. 21. 


(Actual size) 


GIOVANNI BENEDETTO CASTIGLIONE 
Genoa 1609 — 1664 Mantua 


32 A Pastoral Journey 


Brush and brown and blue oil paint, with touches of red and green. Faintly inscribed G. 
Bened. Castiglione in red chalk at the lower left, and Benedetto Castiglione in brown ink on 
the old mount. An inscription cancelled in brown ink on the verso. 

283x416 mm. (11% x 16% in.) 


Known as ‘il Grechetto’, Castiglione trained in the studios of Giovanni Battista Paggi 
and Sinibaldo Scorza in Genoa. He made a particular speciality of animal paintings, 
pastoral scenes and Old Testament subjects, and in the later part of his career began to 
produce paintings and drawings which were intensely religious in feeling. Apart from 
working extensively in his native Genoa, Castiglione travelled widely and was active in 
Venice, Parma and Rome. From 1671 he worked mostly in Mantua, where he was 
employed by the Gonzaga court. 


A prolific and spirited draughtsman, Castiglione developed an innovative technique of 
drawing with oil paint applied directly onto the sheet with the brush. He was able to 
achieve remarkable effects with this technique, with brown pigment used for the forms 
and shadows (often smudged to suggest animal fur) contrasted with blue paint in the 
sky and areas of white paper left untouched to create highlights. Inspired by the oil 
sketches of Rubens and Van Dyck, which he would have seen in Genoa (indeed, some 
contemporary sources state that Castiglione actually worked in Van Dyck’s studio), 
these brush drawings were made as independent works. They are usually difficult to 
date, as they can only rarely be directly associated with paintings. In general, however, 
it appears that earlier in his career Castiglione’s brush drawings in oil are handled in a 
looser, more fluid manner than his later studies, which have a more elaborate, finished 
quality. 


This hitherto unpublished drawing, datable to the artist’s mature career, is related to a 
sketch in the Cooper-Hewitt Museum in New York (fig. 1). In fact, with the exception 
of the presence of the woman and child in the Cooper-Hewitt drawing, the two are 
almost identical in composition. On the other hand, the Cooper-Hewitt drawing has 
been regarded as a study for the artist’s earliest known painting; the Voyage of Jacob, 
signed and dated 1633, in a New York private collection’. Certainly, the woman and 
child in the Cooper-Hewitt drawing are found in the painting, and there are some 
compositional similarities. However, given the closer relationship between the Cooper- 
Hewitt and Colnaghi drawings, the possibility that the former may be farther removed 
from the painting than previously thought should be considered. 


1. Il genio di Giovanni Benedetto Castiglione; Il Grechetto, exhibition catalogue, Genoa, 1990, pp. 59-60, no. 
1, fig. 64 and p. 65, fig. 67 (entry by Timothy Standring). 


. New York, Cooper-Hewitt Museum 
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GIOVANNI BATTISTA SALVI, called IL SASSOFERRATO 
Sassoferrato 1609 — 1685 Rome 


Study of Hands Joined in Prayer 


Black chalk, with touches of white chalk, on blue paper. 
130 x 189 mm. (5% x7 in.) 


PROVENANCE: Dr. William Frazer, Dublin (Lugt 952), his stamp on the old mount; Dr. 
Max Goldstein, St. Louis (Lugt 2824), his mark on the old mount; His sale, New York, 
American Art Association, 5 March 1920, lot 612 (“A most exquisite study of hands in an 
attitude of prayer. On grey-green paper’), sold for $ 17.50; Unknown sale, Anderson 
Galleries, New York, in 1927; Perlie P. Fallon, from 1927; Robert P. Fallon, by 1967. 


Known as Sassoferrato after his birthplace, Giovanni Battista Salvi worked with his 
father Tarquino, a local fresco painter, before moving to Rome. There he seems to have 
established a successful career, receiving both public and private commissions. His first 
major work was a Madonna of the Rosary, painted for the Roman church of Santa Sabina 
in 1641. Among his important patrons were the Pamphili family (for whom he painted 
six canvases) and the Benedectine monks of the abbey of San Pietro in Perugia, who 
commissioned fifteen paintings from the artist. Although Sassoferrato specialized in 
devotional pictures and religious scenes, he was also an accomplished portrait painter, 
executing a number of likenesses of clergymen. Drawings by Sassoferrato are quite 
rare, and the Pees surviving group, numbering some sixty sheets, is in the Royal 
F re Library at Windsor Castle. 


The motif of hands joined in prayer is found in many 
of Sassoferrato’s paintings. The present sheet is a 
study for the Immaculate Conception, painted for the 
abbey of San Pietro in Perugia and is now in the 
Musée Massey in Tarbes (fig. 1); a much smaller 
variant of the composition is in the Brera in Milan’. A 
second preparatory drawing for the painting, a 
squared study for the figure of the Virgin, is in the 
Royal Library at Windsor Castle*. The drawing may 
also have been used for other paintings, such as the 
Madonna of the Cherubs in the Boston College Mu- 
seum of Art. Similar chalk studies of praying hands 
by Sassoferrato are in the Louvre and the British 
Museum’. 


Fig.1: Sassoferrato, Immaculate Conception. Tarbes, Musée 
Massey. 


1. Seicento: la siécle de Caravage dans les collection frangaises, exhibition catalogue, Paris and Milan, 
1988-1989, pp. 349-351, no. 141, with illustrations of both paintings (entry by Francois Macé de 
Lépinay). 

2. Francois Macé de Lépinay, ’ Archaisme et purisme au XVII° siecle: les tableaux de Sassoferrato 4 San 
Pietro de Pérouse’, Revue de l’Art, 1976, p. 39, fig. 2. 


3. Francois Macé de Lépinay, ‘Sassoferrato dessinateur’, Paragone, no. 363, May 1980, p. 70, fig. 71a 
and pp. 74-75, fig. 77. 
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GIOVANNI FRANCESCO BARBIERI, called GUERCINO 
Cento 1591 — 1666 Bologna 


The Penitent St. Jerome 


Red chalk. 
299 x 203 mm. (11% x8 in.) 


PROVENANCE: The artist’s nephews, Benedetto and Cesare Gennari (the ‘Casa Genna- 
ri’), Bologna; Carlo Gennari, Bologna; Probably Francesco Forni, Bologna; Acquired in 
the 1740’s by John Bouverie, East Betchworth, Surrey (Lugt 325, as Edward Bouverie); 
His sister, Anne Bouverie, London, until 1757; Her son, Christopher Hervey, East 
Betchworth, Surrey, until 1786; His aunt, Elizabeth Bouverie, Barham Court, Teston, 
Kent, until 1798; Sir Charles Middleton, later Lord Barham, Barham Court, Kent; By 
descent to his grandson, Charles Noel, later 1st Earl of Gainsborough; By descent to 
Charles, 3rd Earl of Gainsborough, Exton Park, Oakham, Rutlandshire; Probably his 
sale, London, Sotheby’s, 27 July 1922; Ferrucio Asta, Venice (Lugt 116a). 


Although it never superseded pen and brown wash as Guercino’s preferred medium, 
his fondness for red chalk remained evident throughout his career. It is after his return 
from Rome in 1623 that he began to use red chalk regularly, usually to further study the 
pose of a figure once the initial compositional drawings in pen and ink had been 
completed. As his career progressed, however, Guercino’s use of red chalk became 
even more frequent, especially from the 1650’s onwards. Although he remained very 
busy with commissions until his death in 1666, he seems to have drawn much less, and 
only a comparatively few drawings — mostly in red chalk — survive from his last fifteen 
years of his career. 


This sensitive drawing is a fine example of Guercino’s late style, when the artist was 
tending towards a lighter, more ‘feathery’ and impressionistic manner. In its broken 
contours and flickering light, the present sheet may be compared in handling with a 
study of The Angel Appearing to Hagar and Ishmael in the collection of Sir Denis Mahon’, 
preparatory to a painting of 1652. Although Guercino’s libro de’ conti lists a number of 
paintings of St. Jerome, only a few are known today, and none of these can be 
connected with the drawing here exhibited. 


The present sheet was among a large and important group of drawings in the Bouverie 
collection, described by one contemporary source as ‘perhaps the finest collection of 
Guercino’s drawings in England’’. 


1. Nicholas Turner and Carol Plazzotta, Drawings by Guercino from British Collections, exhibition 
catalogue, London, 1991, pp. 182-184, no. 55. 


2. Henry Reveley, Notices Illustrative of the Drawings and Sketches of some of the most distinguished Masters 
in all the principal Schools of Design, London, 1820 (posthumously published), p. 77. 
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DOMENICO PIOLA 
Genoa 1627 — 1703 


The Crucifixion in a Cartouche Surrounded by Putti Bearing Symbols of the Passion 


Pen and brown ink and wash over traces of an underdrawing in black chalk. The central 
scene and some of the surrounding putti partially incised with a stylus for transfer, and 
the verso rubbed lightly with red chalk. 

339 x 225 mm. (13% x8 % in.) 


The foremost decorative painter in Genoa in the later 17th century, Domenico Piola was 
the leading member of a prominent artistic dynasty. Apart from a brief trip to Milan, 
Bologna and Piacenza in 1684-85, he worked for his entire career in and around Genoa, 
where he established a successful practice as a fresco painter. Piola took part in the 
decoration of numerous churches, palaces and villas, often collaborating with Valerio 
Castello and later with his son-in-law, Gregorio de Ferrari. The 1670’s and 1680’s mark 
the peak of his activity as a frescante, culminating in such works as the allegorical ceiling 
frescoes of Autumn and Winter in the Palazzo Rosso in Genoa. A prolific painter and 


draughtsman, Piola’s influence remained strong in Genoa for many years after his 
death. 


The purpose of this drawing is un- 
known, although it may have been 
intended as a frontispiece for a 
book. A second version of this 
composition, of slightly different 
dimensions, was formerly in the 
Baderou collection and is now in 
the Musée des Beaux-Arts in 
Rouen (fig. 1)". 


Fig.1: Piola, The Crucifixion in a 
Cartouche Surrounded by Putti. Rouen, 
Musée des Beaux-Arts. 


1. Choix de quelques peintures et dessins de la donation H. & S. Baderou, exhibition catalogue, Rouen, 1977, 
Mp: 


LORENZO DE FERRARI 
Genoa 1680 — 1744 


36 A Design for a Ceiling Decoration in Honour of a Genoese Admiral 


Black chalk, heightened with white chalk on blue paper. Numbered 6. in brown ink at 
the upper right and N. 8 in brown ink at the lower left. Inscribed N. 81 Greg. Defferari No 
5 in brown ink at the lower left and Collezione S. Varni in brown ink at the lower right. 
523 x 404 mm. (20°/s x 157/s in.) 


WATERMARK: A fleur-de-lis in a single circle with a crown above. 


PROVENANCE: Santo Varni, Genoa. 


Lorenzo de Ferrari’s early style is indebted to that of his father, Gregorio de Ferrari and, 
to a lesser extent, his grandfather, Domenico Piola. He assisted his father in the 
decoration of the church of San Croce e San Camillo between 1715 and 1726, painting a 
lunette fresco of Heraclitus Carrying the Cross after Gregorio’s designs. After a trip to 
Rome and Florence in 1734, Lorenzo settled in Genoa, where he established himself as 
a decorative fresco painter. He received commissions from many noble Genoese 
families, frescoing the palazzi of the Doria, Pallavicini, Brignole and Durazzo. Lorenzo’s 
last major project, and arguably the masterpiece of his mature career, was the 
decoration of the ‘golden gallery’ of the Palazzo Carrega-Cataldi in 1743-44. He was a 
gifted, sensitive draughtsman, and seems to have designed for a variety of media, as 
C.G. Ratti noted: ‘Quindi avveniva, che egli era frequentamente richiesto del suo 
disegno, non solo per li lavori di plastica, che faceansi ne’ principali palazzi’. 


It has not proved possible to relate this large and impressive sheet to any surviving 
fresco by the artist. It would certainly appear, however, that the project must have been 
an important one, given the apparent scale of the decoration. The highly finished 
nature of the present sheet — unusual among the artist’s studies — would further 
suggest that this was a presentation drawing. 


The Genoese sculptor Santo Varni (1807-1885) formed a large collection of drawings by 
Ligurian artists, which included a number of sheets by Lorenzo de Ferrari. 
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DONATO CRETI 
Cremona 1671 — 1749 Bologna 


Head of a Young Woman 


Black chalk, with stumping, heightened with touches of white chalk on blue paper. 
282 x 202 mm. (11% x8 in.) 


WATERMARK: A W below a small circle. 


PROVENANCE: An unidentified collector’s mark (?) impressed in red wax on the verso. 


The son of a minor Bolognese quadraturista, Donato Creti studied with Lorenzo 
Pasinelli, coming to the attention of Count Alessandro Fava at the age of about fifteen. 
The young Creti lived and worked in the Palazzo Fava for a number of years before 
becoming an independent master. In around 1700 he received a commission from the 
Counts of Novellara to decorate their family palace, and in 1708 completed a large 
fresco of Alexander Cutting the Gordian Knot in the Palazzo Pepoli Campogrande in 
Bologna. During the 1730’s and 1740’s, Creti produced a number of important 
altarpieces for churches throughout Emilia-Romagna and as far away as Palermo. 


According to his biographer, Giampietro Zanotti, Creti’s drawings were highly 
regarded by his contemporaries. (Marcantonio Franceschini, for one, praised the artist 
as a ‘grandissimo disegnatore’.) Landscapes, figure studies and portraits make up the 
bulk of Creti’s drawings; many of which, Zanotti notes, were given away as presents 
by the artist. 


The present sheet may be compared with a Head of an Old Man in a private collection in 
Bologna’, and with a Head of a Woman in Profile in the Schloss Fachsenfeld collection’. 
The unknown mark impressed in red wax on the verso of this drawing also appears on 
the reverse of a similar study of the Head of a Young Girl, recently on the art market in 
London’. 


1. Renato Roli, Donato Creti; 46 disegni inediti, n.d. (1974?), No. 46. 
2. Ibid., No. 30. 
3. Anonymous sale, London, Christie’s, 15 December 1992, lot 123. 


AURELIANO MILANI 
Bologna 1675 — 1749 


38 An Old Man Tormented by Demons and Attended by an Angel 


Black chalk, with stumping. A sketch of a nude man seen from behind in black chalk on 
the verso, together with some touches of red chalk. Numbered A: 37+ in brown ink on 
the verso. 

347 x 486 mm. (13% x 19% in). 


WATERMARK: GB in a circle. 


Trained in Bologna by a succession of minor painters, Aureliano Milani received his 
true artistic education from his close study of the Carracci, whose profound impact on 
the art of their native city remained potent at the end of the 17th century. Giampiero 
Zanotti, in his biography of the artist, noted that the young Milani would make 
drawings after the Palazzo Fava frescoes and other works by the Carracci in Bologna. 
Few works survive from Milani’s early years in Bologna, before his move to Rome in 
1719. He worked in Rome for the rest of his life, undertaking a number of important 
decorative projects, including a fresco cycle illustrating the Story of Hercules in the 
Palazzo Doria Pamphili in 1732. 


Milani’s drawings were highly praised by both his biographers. Zanotti admired the 
artist’s animated figures (‘uomini nudi, muscolosi, e terribile’), while Luigi Crespi 
commented that ‘i suoi disegni possono andar dei pari con quelli di qualunque gran 
maestro, per carattere, per la prontezza, per la grandiosita, e per la disinvoltura, con la 
quale sono toccati, lumeggiati e macchiati’' (‘his drawings are equal to those of any 
great master, for their character, for their immediacy, for their magnitude, and for the 
ease of execution, with which they are touched, heightened and shadowed’). 


The delicate handing of stumped black chalk in the present sheet may be compared 
with other large compositional drawings by Milani, such as the Samson Defeating the 
Philistines in the National Gallery of Canada at Ottawa’. While the subject of the 
present sheet is unusual for the artist, and does not relate to any known painting, it 
may be seen as evidence of a contemporary artistic interest in the fantastical. Among 
Bolognese artists of the preceding generation, for example, this interest is particularly 
evident in the drawings of Guercino, whose study of a Diablerie in the Metropolitan 
Museum of Art in New York? provides an interesting comparison with the exhibited 
sheet. 


1. Luigi Crespi, Felsina pittrice: Vite de’ pittori bolognese... che serve di supplemento all’opera del Malvasia, 
Rome, 1769, p. 147. 


2. Illustrated in colour in Disegni Emiliani del set-settecento: Quadri da stanza e da altare, Bologna, 1991, pp: 
239-241, fig. 66.1 (entry by Renato Rolli). 

3. William M. Griswold, ‘Guercino’, The Metropolitan Museum of Art Bulletin, Spring 1991, pp. 48-49, 
fig. 42. 
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POMPEO BATONI 
Lucca 1708 — 1787 Rome 


Study of the Head and Hands of St. John the Baptist 


Red chalk slightly, heightened with white chalk, on paper washed ochre. Squared in 
red chalk. 
287 x 199 mm (11% x7 7% in.) 


PROVENANCE: From an album assembled in Rome in the 18th century; Veuve Galippe; 
Mme. Veuve Galippe; Her sale, Amsterdam, R.W.P. de Vries, 27-29 March 1923, part 
of lot 516 (as Anton Raphael Mengs); Dr. Fritz Haussmann, Berlin, by 1931; Countess 
Finckenstein, Zurich, until c. 1958; Probably Yvonne ffrench, London. 


Literature: Ernst Emmerling, Pompeo Batoni: Handzeichnung-Klebeband der Sammlung 
Haussmann Berlin, Katalog und Pausen, unpublished manuscript, 1931 (Emmerling 
collection, Ingelheim); Anthony M. Clark (ed. Edgar Peters Bowron), Pompeo Batoni: A 
Complete Catalogue of his Works with an Introductory Text, New York, 1985, p. 388, no. 
D310. 


This drawing is a preparatory study for Batoni’s painting of St. John the Baptist, formerly 
in the Gemaldegalerie in Dresden and, with its pendant St. Mary Magdalene, destroyed 
during the Allied bombing of the city in February 1945. The paintings were commis- 
sioned from the artist in around 1740 by the Merenda family of Forli, who were among 
Batoni’s most important patrons, owning more than thirty paintings by him. By 1754, 
however, the two canvases had been purchased from the family and were in the 
collection of Augustus III, Elector of Saxony. The present sheet is typical of the artist’s 
working practice of making a number of studies from a model posed in the studio, and 
is probably the second of the three known preparatory studies for the St. John the 
Baptist. A nude figure study for the pose of the saint, in red chalk on yellow prepared 
paper, is in the Uffizi', while a study for the lamb alone is in the collection of Brinsley 
Ford in London’. 


The important album of which this drawing was once a part seems to have been formed 
in the 18th century in Rome, and first appeared in the Galippe sale in Amsterdam in 
1923. Described as a ‘recueil de dessins, études d’aprés des tableaux, études d’aprés 
l’antique, académies, différents sujets etc. env. 170 pieces dans un album’, the 
drawings were then attributed to Anton Raphael Mengs. While a few of the studies 
were by Mengs, the vast majority were in fact by Batoni, and as such the Galippe album 
formed an important compendium of the artist’s drawings.:Although a number of 
sheets were removed, the album remained largely intact until § it was dismembered and 
the drawings sold in the late 1950's. 


1. Isa Belli Barsoli, Mostra di Pompeo Batoni, exhibition catalogue, Lucca, 1967, Dp I7i no, ign 72. 
2. Clark and Bowron, op.cit., p. 383, no. D109 (not illustrated). 


PLACIDO COSTANZI 
Naples 1690-1759 Rome 


40 A Young Woman 


Black chalk heightened with touches of white chalk on paper washed green. Laid 
down. Inscribed Del Cav. Carlo Maratti at the top and numbered n.116 in brown ink at 
bottom of the mount. Numbered 1670 twice in brown ink in a different hand on the 
mount. 

392.<203mm., (1572 <1 0hin:) 


PROVENANCE: An unidentified collector’s paraphe at the top of the mount; Dr. Edward 
Peart, London (Lugt 891); Mrs. R.A Lyall; P. & D. Colnaghi, London, in 1954; Charles 
Slatkin, New York; Mrs. Carl Flood, Montreal, from 1958. 


ExuiBiTeD: London, Colnaghi, Exhibition of Old Master Drawings, 1954, no. 83 (as Carlo 
Maratta). 


Placido Costanzi worked for much of his career in Rome, where he was a pupil of 
Francesco Trevisani and Benedetto Luti. As an independent artst he was almost 
immediately successful, receiving frequent and important commissions. In 1727, he 
completed a fresco of the Holy Trinity with Saints Gregory and Romuald for the nave 
ceiling of San Gregorio Magno, followed three years later by another ceiling fresco of 
St. Peter Triumpant over Paganism for the Castel San Pietro near Palestrina. After this, 
however, Costanzi seems to have concentrated more on easel pictures and altarpieces, 
such as the St. Peter and Tabitha for the Basilica of St. Peter’s in 1740. A measure of 
Costanzi’s success was the fact that in 1737, together with Trevisani, Donato Creti, 
Francesco Solimena and others, he was chosen to paint one of seven scenes from the 
life of Alexander the Great for the King of Spain at La Granja. Elected to the Accademia 
di San Luca in 1741, he served as Principe of the Academy in 1758-59. 


Drawings by Costanzi, in black chalk and generally on prepared paper, are quite scarce. 
The present sheet, possibly intended for a painting of Susanna and the Elders, may be 
closely compared with a group of three studies of Sibyl in the Louvre and in the Lugt 
collection at the Institut Néérlandais in Paris, all of which are on a grey prepared 
paper’. Among the handful of other known drawings by Costanzi are examples in the 
Cooper-Hewitt and Metropolitan Museums in New York, the Uffizi in Florence, the 
Ashmolean Museum in Oxfor, the Albertina in Vienna and the Kupferstichkabinett in 
Berlin. 


The attribution of this drawing is due to Enrico Cortona. 


1. James Byam Shaw, The Italian Drawings of the Frits Lugt Collection, Paris, 1983, Vol. I, p. 189, no. 189, 
p. 471, figs 41 and 42 (Louvre); Vol. III, pl. 203 (Lugt). 
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FRANCESCO MONTI 
Bologna 1685-1768 Brescia 


A Roman General in his Tent 


Black chalk, heightened with white chalk, on brown paper. 
357 x 259 mm. (14% x 10% in.) 


PROVENANCE: Baron Horace de Landau, Florence (Lugt 1334c), his label and inventory 
number 53 affixed to the old mount (as Pietro da Cortona); By descent to his niece, 
Mme. Hugo Finaly, Paris. 


After a period of study in Modena with Sigismondo Caula, Francesco Monti returned to 
his native Bologna in 1693, where he completed his training in the studio of Giovan 
Gioseffo Dal Sole. The Venetian qualities inherited from Caula remained in his 
paintings throughout his long and successful career. Among his important early works 
is the large Pentecost for the church of San Prospero in Reggio Emilia, dated 1713. 
Together with such artists as Donato Creti, Sebastiano and Marco Ricci, Antonio 
Canaletto and others, Monti contributed to a series of large allegorical paintings 
of imaginary tombs commemorating prominent figures, commissioned by Owen 
McSwiney for the Duke of Richmond. He executed paintings for churches in Bologna 
and the surrounding region, including a Death of St. Peter Martyr for San Domenico in 
Modena in 1732. Four years later he moved to Brescia to work on the decorations, now 
lost, of the Palazzo Martinengo. The success of this project led to further commissions, 
and Monti eventually established a flourishing practice in Brescia, where he spent 
the remainder of his career. 


The present sheet cannot be related to any known painting or fresco, although a study 


of a male nude in an Italian private collection may be a first idea for the pose of the 
soldier with a tray in the centre of the composition’. 


1. Ugo Ruggeri, Francesco Monti bolognese, Bergamo, 1968, p. 84, no. 62, fig. 59. 


42 


GIOVANNI BATTISTA TIEPOLO 
Venice 1696-1770 Madrid 


The Head of a Youth 


Red chalk with touches of white heightening on blue paper. Numbered X.4. No. 3496 in 
brown ink and 446 in pencil on the verso. 
221x166 mm. (8% x61 in.) 


WATERMARK: Three fleur-de-lys. 


PROVENANCE: Possibly Giovanni Domenico Tiepolo, Venice; Johann Dominik Bossi, 
Munich; By descent to his daughter, Maria Theresa Karoline Bossi, Munich; Her 
husband, Karl Christian Friedrich Beyerlen, Stuttgart; Bossi-Beyerlen sale, Stuttgart, 
H.G. Gutekunst, 27 March 1882 (bt. Eisenmann); Dr. O. Eisenmann, Kassel; Wilhelm 
Lubke, Stuttgart; Joseph Baer & Sons, Frankfurt; Dr. Hans Wendland, Lugano; Savile 
Gallery, London, in 1930; R.E.A. Wilson, London, in 1933; Alfred Jowett, Killinghall, 
Harrogate, Yorkshire; His sale, London, Sotheby’s, 21 July 1948, lot. 6 (bt. Hazlitt for 
550 pounds); Hazlitt Gallery, London; Vincent Korda, London. 


LiTeRATURE: A.E. Popham, ‘Mr. Alfred Jowett’s Collection of Drawings at Killinghall’, 
Apollo, March 1938, p. 136; Apollo, April 1969, p. cxviii (advertisement); George Knox, 
Giambattista and Domenico Tiepolo: A Study and Catalogue Raisonné of the Chalk Drawings, 
Oxford, 1980, Vol. I, p. 284, no. M. 627. 


EXHIBITED: London, Savile Gallery, Drawings by Old Masters, 1930, no. 30; Bordeaux, 
Galerie des Beaux-Arts, De Tiepolo a Goya, 1956, no. 174. 


This striking sheet is part of a large and important group of drawings once in the 
Bossi-Beyerlen collection in Munich. Johann Dominik Bossi (1767-1853) was a court 
artist in Munich and may have been a student of Domenico Tiepolo. He acquired some 
850 drawings by both Tiepolos, of which about 630 were studies in black or red chalk on 
blue paper. Over 120 of these drawings, including the present example, later found 
their way into the renowned collection of Dr. Hans Wendland in Lugano. 


The numeric code on the verso of the present sheet is found on many drawings with a 
Bossi-Beyerlen provenance. The X.4 refers to the price of the drawing in Austrian 
Kreutzers, and is followed by the serial number 3496. It has been suggested that this 
number may have been a code devised by Domenico Tiepolo in the process of 
preparing an inventory of the family studio. Some drawings, including the present 
example, have a second set of numbers in pencil. This may represent the Bossi- 
Beyerlen inventory, the order of which was loosely followed when the drawings were 
divided into groups and sold at auction in 1882. 

A copy by Lorenzo Tiepolo of the Colnaghi drawing is part of the ‘Urlaub’ sketchbook 
in the Martin von Wagner Museum in Wurzburg, datable to c. 1752'. This in turn 
provides a terminus post quem for the Colnaghi sheet. 


1. Knox, op. cit., Vol. I, p. 176, no. H. 20. 
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GIOVANNI BATTISTA TIEPOLO 
Venice 1696-1770 Madrid 


43 A Study for a Ceiling: Two Figures seen from Below 


Pen and brown ink and wash. 
165 x 234 mm. (642 x9% in.) 


PROVENANCE: Conte Algarotti-Corniani, Venice, until c. 1852; Edward Cheney, Badger 
Hall, Shropshire; His brother-in law, Col. Alfred Capel Cure, Blake Hall, Ongar, Essex; 
His sale, London, Sotheby’s, 29 April 1885, part of lot 1042 (bt. Parsons); E. Parsons 
and Sons, London; Anonymous private collection, Ireland; William Fagg, Sydenham; 
Messrs. B.T. Batsford, London; Their sale, London, Christie’s, 14 July 1914, part of lot 
49 (bt. Parsons); E. Parsons and Sons, London, until c. 1922-26; Dan Fellows Platt, 
Englewood, N.J. (Lugt 750a), his estate stamp on the old backing sheet; Daniel Rich; 
His (posthumous) sale, New York, Sotheby Parke Bernet, 30 May 1979, lot 50 


This fine sheet is one of a large group of studies of figures in clouds viewed from below 
in steep perspective, which were bound into two albums entitled sole figure per soffiti 
originally in the possession of the Algarotti-Corniani family. Most of these drawings 
have not been related to any of Tiepolo’s paintings or frescoes; instead they seem to 
have been done as compositional or figural exercises — a sort of model book for ceiling 
decorations. The albums were kept intact until the mid-1920’s, when they were 
dismembered and the individual sheets sold separately by the London firm of Parsons 
and Sons. One of the biggest purchasors of sheets from the albums was Dan Fellows 
Platt, to whom the present drawing belonged. 


The present sheet is unusual, as most of the sheets from the sole figure per soffitti album 
were of single figures. Only a few such studies with two figures exist; another, similar 
example is in the Whitworth Art Gallery of the University of Manchester’. 


1. Michaei Clarke, The Draughtsman’s Art: Master Drawings in the Whitworth Art Gallery, exhibition 
catalogue, Manchester, 1983, p. 18, n. 37, pl. XI. 


(Actual size) 
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GIOVANNI BATTISTA CROSATO 
Venice 1686-1758 Venice 


The Triumph of Amphitrite: A Design for a Fan 


Pen and brown ink and brown and grey wash. Inscribed (by the ‘Reliable Venetian 
Hand’) Giambattista Crosato Vene[z.’] in brown ink at the lower right. Laid down. 
274x451 mm. (10% x 17% in.) 


WATERMARK: IHS above IVILLEDARY. 


PROVENANCE: The ‘Reliable Venetian Hand’ (Lugt 3005c-d). 


One of the foremost exponents of the Italian barocchetto, Giovanni Battista Crosato was 
highly regarded by his contemporaries; Zanetti described the artist as ‘bel genio per 
l’arte, molto ragionevolmente e di buon gusto’. He divided his career between Turin 
and Venice, receiving his first important commissions from the Kings of Savoy. His 
fresco decorations for the hunting villa at Stupinigi and the Queen’s villa and Royal 
Palace in Turin established his reputation, and on his return to Venice in 1736 he found 
himself busy with commissions. Crosato’s richly decorative frescoes, marked by bold 
colours and illusionistic effects, were primarily of mythological and allegorical subjects; 
his masterpiece is the ceiling fresco of the Allegory of the Four Parts of the World in the 
ballroom of the Ca’ Rezzonico in Venice. As well as working in villas throughout the 
Veneto, Crosato painted altarpieces for churches in both Turin and Venice. He also 
produced a number of set designs, having succeeded Francesco Galli Bibiena as the 
stage designer at the Teatro Regio in Turin in 1742. 


The inscription at the lower right of this sheet is that of an anonymous 18th century 
collector, known today as the ‘Reliable Venetian Hand’, who inscribed the drawings in 
his possession with the name and birthplace of the artist. Most of the many drawings 
which bear his (usually accurate) attributions are Venetian in origin, and it is thought 
that he himself must have been. At least four other drawings by Crosato from the same 
collection and bearing identical inscriptions are known; a Madonna and Child with Putti 
in Clouds and a Scene of Martyrdom in the British Museum’, a ceiling study formerly in 
the collection of Tancred Borenius in London’ and a Venus and Cupid with Putti in the 
collection of Col. Joseph Weld at Lulworth Manor in Dorset. 


1. Alessandro Bettagno, Disegni di una collezione veneziana del Settecento, exhibition catalogue, Venice, 
1966, p. 71, nos. 80 and 81, figs. 80 and 81. 


2. Giuseppe Fiocco, Giambattista Crosato: pittore di casa Savoia, Venice, 1941, pl. 70. 
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GAETANO GANDOLFI 
San Matteo della Decima 1734-1802 Bologna 


Pluto and Proserpine with Charon by the River Styx 


Black chalk, with stumping. A strip of paper added by the artist at the top. Inscribed 
(signed?) and dated G. G.fi f 1798. in black chalk on the verso. Further inscribed No.9 
and indistinctly numbered in brown ink on the verso. 

340 x 396 mm. (13% x 15% in.) 


WATERMARK: An anchor in a circle with a star above and GB below. 


PROVENANCE: An unidentified collector’s paraphe in brown ink on the verso; Anony- 
mous sale, London, Sotheby’s, 25 March 1982, lot 51; Duke Roberto Ferretti, Montreal. 


LITERATURE: Prisco Bagni, I Gandolfi: affreschi dipinti bozzetti disegni, Bologna, 1992, p. 
728, no. 710. 


EXHIBITED: Toronto, Art Gallery of Ontario and New York, Pierpont Morgan Library, 
Italian Drawings from the Collection of Duke Roberto Ferretti, 1985-1986, no. 67 (catalogue by 
David McTavish). 


Apart from trips to Venice in 1760 and London in 1788, Gaetano Gandolfi seems to 
have worked almost exclusively in his native Bologna, where he had a prosperous 
career. He obtained many important commissions for altarpieces for churches through- 
out Emilia and elsewhere, and also undertook a number of important fresco deco- 
rations. One of his first important decorative projects was a ceiling fresco of the Four 
Elements, painted in collaboration with the quadraturista Serafino Barozzi in the Palazzo 
Zani in Bologna in 1761-62. Another prominent commission was for the decoration of 
the cupola of the Bolognese church of Santa Maria della Vita with frescoes of the Virgin 
in Glory and the Sacrifice of Manoah, painted between 1776 and 1779. Throughout his 
career he remained actively involved in the affairs of the Accademia Clementina, where 
he taught a class in life drawing. Gandolfi was a gifted draughtsman, and his chalk 
drawings in particular were highly prized by later collectors. 


In the last few years of his life, Gandolfi produced a small group of large, highly 
finished black chalk drawings of classical or mythological subjects. These are all of 
approximately the same size, and are dated on the verso (possibly by the artist) from 
the late 1790’s to 1802, the year of his death. The present sheet is a fine and 
characteristic example of this group of late drawings which, although occasionally 
related to small easel pictures, may well have been intended as independent works in 
their own right. Similar drawings include the Alexander the Great Offering Campaspe to 
Apelles, dated 1797, in the Metropolitan Museum of Art in New York and Tullia Driving 
her Chariot over the Corpse of her Father in the Museum of Fine Arts in Boston’. No 
painting related to the present sheet is known. 


1. Bagni, op. cit., p. 435, no. 411 and p. 437, no. 413 respectively. 
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FRANCOIS-ANDRE VINCENT 
Paris 1746-1816 


Two Figures Representing Months of the Year 


Pen and brown ink and watercolour, over an underdrawing in black chalk. Laid down. 
Inscribed May and Mars in brown ink beneath the figures, and F.A. VINCENT, on the 
mount. 

290 x 440 mm. (11% x 17% in.) 


Francois-André Vincent, the son of a miniaturist, completed his artistic training in the 
studio of Joseph-Marie Vien. After winning the Prix de Rome in 1768, Vincent spent 
three years at the Ecole des Eléves Protégés before travelling to Rome in 1771. He 
remained a pensionnaire at the Académie de France for four years, during whiche he 
accompanied Jean-Honoré Fragonard and the financier Bergeret de Grancourt on a trip 
to Naples. Upon his return to France he exhibited an important group of paintings at 
the Salon of 1777, including a portrait of Bergeret painted in Rome in 1774. His first 
great success came at the Salon of 1779, with a painting from modern French history, 
President Mole and the Insurgents. By the time he was recu at the Académie in 1782, 
Vincent had become one of the leading history painters in Paris. He designed a series of 
Gobelins tapestries on the life of Henry IV between 1738 and 1785, and exhibited 
regularly at the Salon. Commissioned by Napoleon in 1800 to paint an enormous 
canvas depicting The Battle of the Pyramids, Vincent devoted most of his energies over 
the next six years to completing the project, although ill health prevented him from 
doing so. In his later years he began losing his sight, and devoted most of his time to 
portraits and drawings. 


Vincent was a brilliant, versatile draughtsman, with an early style often close to that of 
Fragonard, with whom his drawings have at times been confused. The present sheet 
would appear to be a late work, however, comparable in style to the studies for the 
painting of Agriculture of 1798' and a study of a man in 17th century costume in the 
Ecole des Beaux-Arts in Paris’. It is not known for what purpose the Colnaghi drawing 
was made, although the fact that it is in watercolour and unusually highly finished 
would suggest that the figures were intended as costume studies. Vincent is known to 
have produced a number of such studies; ‘deux cahiers contenant divers croquis de 
costumes’ were listed in the posthumous sale of the contents of his studio in October 
1816. 


1. Jean-Pierre Cuzin, Francois-André Vincent, [Cahiers du dessin francais, no. 4], Paris, n.d. (1988), p. 
22, nos. 53 and 54, figs. 53 and 54. 


2. Maitres Francais 1550-1800: Dessins de la donation Mathias Polakovits a l’Ecole des Beaux-Arts, exhibition 
catalogue, Paris, 1989, pp. 276-277, no. 117 (entry by Jean-Pierre Cuzin). 
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CHARLES PERCIER 
Paris 1764-1838 


50 An Orange Tree with Eleven Cups Surmounted by a Vase 


Pen and grey ink and watercolour. Numbered XI on an orange in the centre. 
257 X 169 mm. (10% x 6% in.) 


After winning the Prix de Rome in 1786, the architect Charles Percier spent the next 
seven years as a pensionnaire at the Académie de France, much of it in the company of 
Pierre-Francois-Léonard Fontaine (1762-1853), with whom he sketched the monuments 
of ancient and modern Rome. Upon his return to Paris, he embarked on a long and 
successful collaboration with Fontaine. The two worked together as architects and 
designers until Percier’s death, publishing a number of books on architecture, 
ornament and furnishings, accompanied by their illustrations. These include the Palais, 
maisons, et autres édifices modernes, dessinés a Rome, published in 1798 and followed three 
years later by their most influential work, the Recueil de décorations intérieures. Percier’s 
first important official commission came in 1800, when he was asked by Joséphine 
Bonaparte to take charge of the renovation and interior decoration of her villa at 
Malmaison. In later years he and Fontaine worked extensively for Napoleon; at the 
Tuileries, Saint-Cloud, Compiégne, Fontainebleau and elsewhere, as well as designing 
such court festivities as the coronation of Napoleon as Emperor and his marriage to 
Marie-Louise of Austria. Indeed, such was their importance as architects and designers 
during the Napoleonic era that Percier and Fontaine can arguably be credited with 
having created the Empire style. 


The present sheet is typical of Percier’s refined, highly detailed watercolour illustra- 
tions, and may be compared stylistically with such drawings as a more elaborate 
Architectural Capriccio in the Musée des Beaux-Arts in Rouen’. The purpose of this 
whimsical study remains unknown, and it may have been intended solely as a fantasy. 
It is interesting to note, however, that a series of identical small trees in boxes (albeit 
without the cups and vase) were placed around the courtyard of the chateau of 
Malmaison, designed by Percier and Fontaine. These can be seen in a photograph of 
1801, as well as in a slightly later view of the entrance to the chateau by Constant 
Bourgeois, engraved by Amélie Coiny, in the Musée Malmaison’. 


1. Pierre Rosenberg and Francois Bergot, French Master Drawing from the Rouen Museum, exhibition 
catalogue, Washington and elsewhere, 1981-1982, p. 72, no. 91, pl. 104. 

2. Bernard Chevallier, Malmaison: chateau et domaine des origines a 1904, Paris, 1989, p. 360, figs. 47 and 
48. 
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HIPPOLYTIE (PAUL) DELAROCHE 
Paris 1797-1856 


Study for the Dress and Arms of Marie Antoinette 


Pencil. 
147 x 120 mm. (5% x 4% in.) 


The son of a minor painter and auctioneer, Paul Delaroche made a successful debut at 
the Salon of 1822. Over the next fifteen years, he consolidated his reputation as the 
foremost history painter in Paris, contributing regularly to the Salon exhibitions and 
often depicting events from modern, rather than classical history. After 1837, however, 
he no longer exhibited at the Salons, preferring to work outside official circles for the 
most part. Much of his later career was taken up with religious painting and 
portraiture, and with the public commission for the enormous Hemicycle in the Palais 
des Beaux-Arts. 


The present sheet is a preparatory study for Delaroche’s 1851 painting of Marte- 
Antoinette before the Tribunal (fig.1), recently on the art market in London’. Completed 
in Nice by March 1851, the painting depicts the events of October 16, 1793, when the 
Queen was sentenced to the guillotine by the Revolutionary Tribunal. Delaroche’s 
canvas reflects the popular sympathy of his day for the Queen, whom many felt was 
unjustly executed. Marie-Antoinette is portrayed as a heroine, remaining proud and 
composed as she leaves the Tribunal, surrounded by guards and jeering spectators. 
When the painting was exhibited at Goupil’s in 
Paris, Delaroche’s portrayal of the Queen was 
criticized for being unflattering. In a letter to a 
friend, he responded that ‘in good conscience, 
I cannot reproach myself...for having made 
the Queen too fat, despite her misfortunes, 
because that is strictly true; no more than I will 
regret having shown her bareheaded, which is 
historic...It is necessary that the spectator, who 
arrives indifferent, believes immediately what 
he sees, if you wish to move profoundly, and 
if I had made my heroine indeed slim and 
composed with a veil, I would not have attained 
the effect I sought. ’° 


A related portrait study of the head of Marie- 
Antoinette is in the collection of David Daniels, 
New York. Two further preparatory studies for 
the painting are recorded; an oil sketch formerly 
in the Pereire collection’, and a pencil study at 
one time in the Ferry collection’. 


Fig.1: Delaroche, Marie-Antoinette before the 
Tribunal. Formerly art market, London (detail). 


1. Anonymous sale, London, Sotheby’s, 15 June 1982, lot 18. 


2. Louis Ulbach, ‘Paul Delaroche’, Revue de Paris, April 1, 1857, pp. 354-355, translated in Norman D. 
Ziff, Paul Delaroche: A Study in Nineteenth-Century French History Painting, ph. D. thesis, (New York 
University, 1974), New York & London, 1977, pp.239-240. 


3. Mme. I. Pereire, her sale, Paris, Hotel Drouot, 9 February 1938, lot 5. 
4. Mme. Jules Ferry, her sale, Paris, Hotel Drouot, 11 February 1921, lot 56. 


(Actual size) 
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MICHEL-MARTIN DROLLING 
Paris 1786-1851 


52 A Standing Youth 


Black chalk heightened with white chalk and touches of red chalk on brown paper, laid 
down and lightly squared in pencil. Stamped Drolling in black ink at the lower right. 


599325 nim. (2194x1254 in.) 


After a period of study with his father, the genre painter Martin Drolling, Michel- 
Martin Drolling completed his artistic training in the studio of Jacques-Louis David. He 
won the Prix de Rome in 1810 with a painting of The Wrath of Achilles, and exhibited 
regularly at the Salons between 1817 and 1850. Much of his early career was taken up 
with portraiture and with small-scale pictures such as the Orpheus and Eurydice, which 
won a gold medal at the Salon of 1819. Admitted into the Academie in 1833, Drolling 
received several important decorative public commissions, including paintings for 
Notre-Dame-de-Lorette and the Conciergerie in Paris and the church of St. André in 
Bordeaux. In 1850, near the end of his career, Drolling completed a series of paintings 


of the Life of St. Paul for St. Sulpice. 


This large sheet is a preparatory nude 
study for the young boy standing at the 
right of Drolling’s large canvas of Christ 
Among the Doctors in the choir of the Pari- 
sian church of Notre-Dame-de-Lorette’. 
Executed in 1836, the painting, for which 
he was paid 8000 francs, was one of the 
artist’s first attempts at large-scale history 
painting. The pose of the figure is identical 
in both painting and drawing, although 
the arrangement of drapery was changed 
in the final work. A second prepartory 
drawing for the figure, in the Musée des 
Beaux-Arts in Lille’, is a study of the drap- 
ery alone, and probably succeeded the 
present scheet. A finished oil sketch for the 
painting (fig. 1), was formerly in the collec- 
tion of Bernard Chesnais in Paris*, while 
another prepartory figure study — for the 
youth leaning against the base of a column 
at the right centre of the composition — is 
also at Lille’. 


Fig.1: Drolling, Jestis Among the Doctors. 
Formerly Bernard Chesnais, Paris (detail). 


1. Joseph-Aimable Grégoire, Notice explicative des objets d’arts qui décorent la nouvelle église Notre-Dame-de- 
Lorette, a Paris, Paris, 1837, pp. 24-25, no. 48 (not illustrated). 

2. Jon and Linda Whiteley, ‘The Institutions of French Art, 1648-1900’, in Tradition & Revolution in French 
Art 1700-1880: Paintings and Drawings from Lille, exhibition catalogue, London, 1993, p. 33, fig. 23. 

3. Martin Reymert and Robert Kashey, ed., Christian Imagery in French Nineteenth-Century Art 
1789-1906, exhibition catalogue, New York, Shepherd Gallery, 1980, pp. 124-125, no. 24. 

4. Herve Oursel, From Poussin to Puvis de Chavannes: A Loan Exhibition of French Drawings from the 
Collections of the Musée des Beaux-Arts at Lille, exhibition catalogue, London, Heim Gallery and 


elsewhere, 1974-1975, no. 33, pl. 71. 


LOUIS-GABRIEL-EUGENE ISABEY 
Paris 1803-1886 


53 A View of Tortal 


Watercolour and gouache over traces of an underdrawing in black chalk. Inscribed 
Tortal in black chalk at the lower left. 
177 x 252 mm. (797% in.) 


PROVENANCE: By descent in the family of the artist. 


The son of the miniaturist Jean-Baptiste Isabey, Eugene Isabey embarked on a career as 
a landscape painter. In 1823 he executed some lithographs for his father’s Voyage en 
Italie par J.B. Isabey en 1822, and the following year spent some time painting at Le 
Havre. He made his debut at the 1824 Salon, winning a first prize medal in the category 
of genre and marine painting. It was at about this time that Isabey met and befriended 
Eugene Delacroix and Richard Parkes Bonington, both of whom were to prove 
influential on the young artist. From Bonington, Isabey adopted the practice of 
executing his watercolours on a light or white ground, instead of the dark ground 
commonly used in France at the time. The three artists traveled together to England in 
1825, where Isabey was able to study the work of Turner and the English watercol- 
ourists. 


On his return to France Isabey settled in Normandy, where he made numerous 
sketches and paintings of the coastal scenery. One of the first French painters to work 
en plein-air, Isabey exhibited a number of views of Normandy at the Salon of 1827, with 
great success. Two years later he contributed illustrations to the Voyage pittoresque et 
romantiques de l’ancienne France. In 1833 his painting of a Harbour at Low Tide was 
purchased by the state, and in later years Isabey received some official commissions 
and produced a number of grandiose history pictures. His watercolours remained in 
great demand throughout his career, however; one such example selling in 1882 for the 
huge sum of 4400 francs. 


EGRON SILLIF LUNDGREN 
Stockholm 1815-1875 


54 A Young Woman with a Fan 


Red chalk, with blue and red washes. 
354 x 243 mm. (13% x 95% in.) 


PROVENANCE: Sir William Richard Drake, F.S.A., London and Weybridge (Lugt 736); 
His sale, London, Christie’s, 24 May 1892, lot 199 (together with another drawing of A 
Swedish Girl), bt. Daniell for -/2/6. 


LITERATURE: Karl Asplund, Egron Lundgren, Stockholm, 1914-15, Vol.II, p. 179. 


A painter of portraits, genre scenes and landscapes, Egron Lundgren developed a 
particular reputation as a superb watercolourist. After completing his artistic training in 
the studio of Leon Cogniet in Paris, the young Swedish artist travelled throughout 
Europe and the Near East. He spent eight years in Italy, where he made numerous 
watercolour studies of church interiors and Neapolitan street life, as well as copies after 
Renaissance frescoes. In 1848 he was in Spain, where he drew genre scenes and 
costume studies which were later published as Lettres d’Espagne, and a later stay in 
Egypt resulted in some charming watercolour scenes of everyday Arab life. Lundgren 
settled in England in 1853, where enjoyed the patronage of Queen Victoria and her 
court. Sent to India as an artist-reporter at the time of the Sepoy Mutiny of 1857, he 
produced a number of sketches of the fighting, many done atop an elephant. He was 
admitted into the Old Water Colour Society in 1864, becoming a full member three 
years later and exhibiting there regularly for the remainder of his career. Also active as a 
collector, Lundgren gave some 2000 sheets of mostly ornamental drawings to the newly 
founded Konstmuseum in Goteborg in 1875. 


This drawing was one of a number of studies by the artist in the collection of Sir William 
Drake (1817-1890). 
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ADOLPH FRIEDRICH ERDMANN VON MENZEL 
Breslau 1815-1905 Berlin 


Studies of a Man Eating from a Bowl 


Black chalk, with stumping. Signed A. Menzel. in black chalk at the lower right. 
305 x 218 mm. (12 x8°/s in.) 


Active for most of his long career in Berlin, Adolph von Menzel was a passionate, gifted 
draughtsman. Equally adept at watercolour, pastel, gouache and chalk, he was never 
without a sketchbook in his pocket. Before beginning a painting he would make many 
separate studies of individual figures or objects, although he only rarely produced 
compositional sketches. As his fellow artist Max Liebermann recalled, ‘He (Menzel) 
never painted after nature in his canvas but only with the aid of his drawn studies. ’ 


Menzel’s interest in scenes of contemporary life, seen in his paintings of the 1860’s and 
1870’s, culminated in what is arguably his masterpiece, the large Iron Rolling Mill, 
painted between 1872 and 1874'. Now in the Nationalgalerie in the former East Berlin, 
the painting was originally titled by the artist Modern Cyclopes, and depicts a factory at 
Konigshtitte in Upper Silesia, the most modern of its day in Germany. Menzel’s 
dignified portrayal of working men was eventually purchased by the Nationalgalerie in 
1875; the first major industrial picture to enter a German museum. The artist chose to 
portray the moment when the shift was changing; in this way he could show men at 
work, as well as others eating and washing. 


Menzel took great care over the design of this large canvas. Some 150 drawings for the 
painting are known, most of which were acquired from the artist’s heirs by the 
Nationalgalerie in 1906. These include studies of the great hall, the machines, tools and 
especially the figures of the various labourers. This previously unpublished drawing 
(which, like most of Menzel’s figure studies for the painting, is undated) is a study for 
one of the group of workers eating at the right of the composition. A number of studies 
for the same figure are in the Nationalgalerie*, wherein the artist experimented with 
different poses and viewpoints. In the final painting, however, Menzel chose instead to 
depict the figure as a younger man who, having finished his meal, holds his bowl with 
his utensils placed within it. 


In many of his drawings, Menzel would mark what he felt was a particularly successful 
study of a pose or figure with an X. This is found in the present example, once above 
the main figure and again by the subsidiary study of the arm and bow] at the upper left. 


1. Illustrated in colour in Wolfgang Hutt, Adolph Menzel, Leipzig, 1981, pl. 108. 


2. Adolph Menzel: Gemeélde, Zeichnungen, exhibition catalogue, East Berlin, 1980, p. 388, no. 328; p. 389, 
no. 331 and p. 387, no. 324. 
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SIR EDWARD JOHN POYNTER, P.R.A. 
Paris 1836-1919 London 


Andromeda 


Black chalk. Signed with monogram EJP and dated 1872 in black chalk at the lower left. 
608 x 323 mm. (237% x 12% in.) 


PROVENANCE: Purchased from the artist by William Henry Doeg; Thence by descent to 
his great-granddaughter. 


This large and impressive sheet is a previously unpublished study for Poynter’s 
painting of Perseus and Andromeda, commissioned by the Earl of Wharncliffe for the 
billiard room at Wortley Hall, near Sheffield in Yorkshire. Completed in 1872, this 
enormous canvas (measuring 5 by 13 feet), was the first part of an impressive 
decorative scheme which was to include three further paintings by Poynter; The Fight 
between More of More Hall and the Dragon of Wantley (1873), Atalanta’s Race (1876) and 
Nausicaa and her Maidens Playing at Ball (1879). 


Poynter seems to have been particularly concerned with the figure of Andromeda in the 
first of the four canvases. In a letter to Lord Wharncliffe, the artist wondered whether 
his patron ‘will have any objection to the naked figure of Andromeda... I myself not 
only think that there is nothing objectionable, but much prefer not covering any of it 
with drapery, as the composition would greatly lose by being cut in two — but it has 
occurred to me that when you saw how large a space the figure covers and how 
conspicuous it is, you might think I had made too much of it’. Lord Wharncliffe 
appears not to have been troubled, and indeed when the Perseus and Andromeda was 
exhibited at the Royal Academy in 1872, to widespread acclaim, the nude figure of 
Andromeda was often singled out for praise by critics. Even after the exhibition, 
however, Poynter remained preoccupied with the figure, reworking it a number of 
times before being satisfied. 


Unfortunately, all four paintings for the billiard room at Wortley Hall were destroyed 
during the Second World War, and only preparatory studies survive. An oil sketch of 
the Perseus and Andromeda, also once in the collection of W.H. Doeg, was on the London 
art market in 1971*, while a finished preparatory drawing for the composition is at 
Rugby School’. A small black chalk study for the head of Perseus was recently on the 
art market in London’. 


1. Letter of 18 December 1871, quoted in Alison Inglis, ‘Sir Edward Poynter and The Ear! of 
Wharncliffe’s Billiard Room’, Apollo, October 1987, p. 250. 


2. Sale, London, Sotheby’s, 17 March 1971, lot 129. 
. Inglis; op. cit., p. 249, pl. XI. 


4. London, Peter Nahum, Burne-Jones, The Pre-Raphaelites and Their Century, exhibition catalogue, 1989, 
Wolslp: 102 mo. 1107 V ol tiple 72: 
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GIOVANNI BOLDINI 
Ferrara 1842-1931 Paris 


The Pulpit of the Cathedral of Bordeaux 


Watercolour and gouache over an underdrawing in black chalk. Signed Boldini in 
brown ink at the lower right, and further signed and dated Boldini 1907 in pencil at the 
lower left. 

498 x 500 mm. (19°/s x 19°/s in.) 


PROVENANCE: Maitre Henry Le Tellier, Neuilly (according to a handwritten label on the 
old backing board). 


The son of a minor painter, Giovanni Boldini left his native Ferrara in 1862 to study in 
Florence, where he came into contact with the Macchiaioli, a group of artists opposed to 
the strict teachings of the Academy. From the earliest years of his career, he had 
displayed a remarkable talent as a portrait painter, and during a trip to London in 1869 
was able to obtain numerous commissions for society portraits. Boldini also produced 
landscape paintings, including a series of fresco decorations at the Villa ‘La Falconiera’, 
near Pistoia, executed in 1870 at the age of 28. Two years later, he settled in Paris, 
exhibiting regularly at the Salons and soon establishing an extremely successful career 
as a fashionable portaitist. Boldini’s bold, fluid style of painting proved immensely 
popular, and his artistic prominence as a society painter in Paris was equal to that of 
John Singer Sargent in London. 


The original pulpit of the cathedral of Saint-André in Bordeaux did not survive the 
Revolution, and was replaced by the present example, built some years earlier and 
transferred from the church of Saint-Remi. Made of mahogany with panels of red 
marble’, the pulpit was the work of a well-known 18th century Bordelais craftsman, 

Barthélémy Cabirol  (1737- 
1786). An oil painting of the 
same pulpit by Boldini, but 
seen from a slightly different 
angle (Fig. 1), is in a private 
collection’. 


Fig.1: Boldini, The Pulpit of the 
Cathedral of Bordeaux. Private 
collection. 


1. Paul Courteault, La Cathédrale de Bordeaux, Paris, 1935, pp. 89-90. 


2. Anonymous sale, London, Sotheby’s, 1 December 1965, lot 3; also exhibited in Genio e Ironia nel 
Boudoir di Parigi, Giovanni Boldini (1842-1931), Galleria Marescalchi, Bologna, 1977, p. 71, illustrated. 
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